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1 B, S T R A C I 
S o c i o l o g i s t s have tended) ( a ) , to assuma a r t 
as 83 'given' , and, ( b ) , to attempt to r e l a t e a r t to> 
8 s o c i e t y ' , thus conceptually separating the two, 
I argue that a r t i s a s o c i a l phenomenon, 
and that, h i s t o r i c a l l y , u n t i l the Renaissance, painting 
and sculpting were no more nor l e s s 'art' than houses-
building or saddle-making 0 The s o c i o l o g i s t should, 
therefore, examine the conditions under which painting, 
and sculpting came to be constructed as a r t , and the 
s o c i a l r e l a t i o n s through which a r t i s reproduced 
and maintained as an ideology and p r a c t i c e . 
Taking William Morris's a n a l y s i s of a r t 
and the d i v i s i o n of labour under ca p i t a l i s m as a* 
s t a r t i n g point, I examine and develop h i s a n a l y s i s 
i n four areas« 
F i r s t , I examine the development of state 
intervention i n the a r t s i n 3 r i t a i n i n the period 
18J0—1975» Second, I examine the ideological pre-
conditions f o r , and assumptions i m p l i c i t i n , the 
prseent day a r t market* Third, I examine the impact 
of the ideology of a r t on the working c l a s s e s o 
Fourth, I examine the present position and experiences 
of the producers of a r t , c r a f t and design* 
Through examining these four areas, X attempt 
to show not only the usefulness of Morris's a n a l y s i s , 
but also the way i n which the ideology of a r t i a 
bound up with the c l a s s d i v i s i o n s and work relations^ 
of 19th and 20th century B r i t i s h s o c i e t y c Further-
more, I show that the producer of a r t , while being i n 
control of the production of h i s work, i s not 
generally i n control of how i t i s defined, presented, 
bought, sold and valued* 
contd.• 
The chapters concerning a r t and the s t a t e s 
a r t and the working c l a s s e s , and the position of the 
producer of a r t , can he seen as contributions to the 
debate on state policy i n the arts*. However r while 
I analyse state policy and i t s e f f e c t s , I do not 
go on to discuss at any length a l t e r n a t i v e forms of 
state p o l i c y , or a l t e r n a t i v e s to state p o l i c y . 
The a n a l y s i s presented, however, i s arguably a found*-
ation f o r discussions of present-day B r i t i s h s t a t e 
policy i n the a r t s , as well as of a l t e r n a t i v e s t a t e 
p o l i c i e s , and a l t e r n a t i v e s to, s t a t e intervention,. 
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Chapter One 
The Sociology of Art 
The S o c i o l o g i s t and Art 
S o c i o l o g i s t s d i r e c t i n g t h e i r a t t e n t i o n to a r t 
have tended to concentrate t h e i r work on the senses i n 
which the contents of a r t can be seen as determined 
by, or r e f l e c t i v e of, the 'socials V/hether t h i s form 
1 
of a n a l y s i s has r e s t e d on a s c r u t i n y of c l a s s s t r u c t u r e 
or on a c l a s s i f i c a t i o n of types of s o c i a l system, i t c a n ^ 
and has tended towards the assuming of too many givens -
among these • give n s ' being the very e x i s t e n c e of ' a r t ' 
as an unproblematic s e t of o b j e c t s or events a v a i l a b l e 
for study. 
I t - i s the contention put forward i n t h i s t h e s i s 
that a p r e - c o n d i t i o n for any attempted examination of the 
content of the m a t e r i a l o b j e c t s of a r t as a s o c i a l phenom-
enon i s an a n a l y s i s of the s o c i a l r e l a t i o n s w i t h i n v/hich 
a r t i s produced, through v/hich i t i s defined, and as 
part of which i t i s viewed, bought, d i s c u s s e d , and made 
a v a i l a b l e to d i f f e r i n g groups of people. I t w i l l be 
argued th a t t h a t which, i n i t s m a t e r i a l form, i s defined, 
as a r t , i s so defined as a consequence of d e f i n i t i o n s 
embodied i n the p r a c t i c e s and i d e o l o g i e s comprising 
the s o c i a l r e l a t i o n s of a r t , and i n the wider s o c i a l 
r e l a t i o n s of c a p i t a l i s t s o c i e t y of which these are a p a r t . I t ; 
w i l l be emphasised th a t the meaning of 'nature 1 of a r t 
i s not to be found through an e m p i r i c a l examination of 
6 
a Bet of o b j e c t s a l r e a d y defined as a r t : r a t h e r the 
s o c i o l o g i s t , i n order to c o n t r i b u t e towards the understand-
ing of a r t , must examine the s o c i a l c o n d i t i o n s which make 
a r t p o s s i b l e , i n t u r n viewing the e x i s t e n c e of a r t 
as i t s e l f p r o b l e m a t i c 
H i s t o r y and the Sociology of Art 
Given, as we s h a l l assume for the time being, 
and s h a l l s u b s t a n t i a t e l a t e r , t h a t ' a r t ' e x i s t s s o c i a l l y 
as a d e f i n i t i o n - a l a b e l the a p p l i c a t i o n of which depends 
upon the s o c i a l r e l a t i o n s and context - the t a s k i s to 
e l u c i d a t e the general p r a c t i c e s and s o c i a l r e l a t i o n s 
through which and as part of v/hich the d e f i n i t i o n i s app-
lied,, Such a study could not he c a r r i e d out s o l e l y 
tlu"ough an examination of the present day ar t - w o r l d , 
f o r t h a t would le a v e the i n v e s t i g a t o r i n the s i t u a t i o n (so 
f a r as what comprises a r t i s concerned), of merely 
pr e s e n t i n g a l i s t of v a r i o u s o b j e c t s that are so des-
ignated. So f a r as how the l a b e l i s ap p l i e d i s con-
cerned, he would merely de s c r i b e the v a r i o u s i n s t i t u t i o n s 
i nvolved - a r t sc h o o l s , the a r t market, u n i v e r s i t i e s , 
a r t c r i t i c s , and a r t i s t s themselves2 a fragmented and 
seemingly incoherent account would r e s u l t . Only 
a h i s t o r i c a l a n a l y s i s w i l l make c l e a r the i n t e r - r e l a t i o n s 
between the o r g a n i s a t i o n s , persons, and o b j e c t s , and the 
meaning and s i g n i f i c a n c e of a r t as i t now e x i s t s w i t h i n 
the broader context of l a t e 20th century B r i t a i n . An 
h i s t o r i c a l a n a l y s i s i s perhaps e s p e c i a l l y important i n 
d e a l i n g w i t h a phenomenon so laden w i t h h i s t o r y as i s a r t . 
7 
i n i t s present s o c i a l form. 
I t cannot be hoped, i n a study of t h i s l e n g t h , 
to present a d e t a i l e d h i s t o r i c a l account of the s o c i a l 
c o n s t r u c t i o n of a r t from the pre-Renaissance period (when 
no concept or p r a c t i c e e q u i v a l e n t to the modern ' a r t ' 
e x i s t e d ) to the present day. The purpose of t h i s study, 
t h e r e f o r e , i s to present an a n a l y s i s t h a t makes c l e a r the 
s k e l e t a l s t r u c t u r e of the s o c i a l r e l a t i o n s involved i n 
a r t , and to e x p l a i n why, of a given s e t of p o s s i b l e 
ways of developing, p a r t i c u l a r forms of d e f i n i t i o n , 
ideology and p r a c t i c e have a r i s e n 0 
The s o c i o l o g i s t has to d i f f e r e n t i a t e between what 
a p a r t i c u l a r person means i n sa y i n g a p a r t i c u l a r t h i n g , 
and what i t means to say that p a r t i c u l a r t h i n g i n v a r i o u s 
s o c i a l c ontexts; that i s , he has to examine the cond-
i t i o n s of p o s s i b i l i t y of a p a r t i c u l a r form of sa y i n g , and 
how the s o c i a l r e l a t i o n s t h a t form of s a y i n g i s part of, 
define the s o c i a l meaning of what i s being s a i d . Thus i n 
t h i s study the bulk of evidence c i t e d i s i n the form of 
statements on a r t by both contemporary and h i s t o r i c a l 
f i g u r e s ; the i n t e n t i o n i s not merely to see what was 
meant by a p a r t i c u l a r statement, but to examine, r a t h e r , 
what i t means or meant, i n a s p e c i f i c e o c i o - h i s t o r i c a l 
s i t u a t i o n , to say that t h i n g . That i s , t h i s i n v e s t i g a t -
ion seeks to e s t a b l i s h under what c o n d i t i o n s i t i s and 
was p o s s i b l e to t a l k i n v a r i o u s ways of and about ' a r t ' , 
and, t h e r e f o r e , what i s and was implied by such t a l k about 
a r t - and ' t a l k ' , of course, i s not a mere play of words, 
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but i s part of d e f i n i t e s o c i a l p r a c t i c e s and r e l a t i o n s , 
and i s part of the a c t i o n s and p r a c t i c e s of people doing, 
•being', c o n s t r u c t i n g , and being done t o . 
Outline of T h e s i s 
A t h e s i s e n t i t l e d 'The S o c i a l C o n s t r u c t i o n of 
Art * i s i n danger of being seen as a potted account of 
the sociology of post-Renaissance western s o c i e t y as 
exem p l i f i e d i n the s o c i a l ' r e l a t i o n s of a r t . I must, 
t h e r e f o r e , make c l e a r the focus of t h i s study, and the 
s p e c i f i c purposes behind the i n c l u s i o n of the v a r i o u s 
p i e c e s of h i s t o r i c a l i n v e s t i g a t i o n . 
The purpose of the t h e s i s i s to present a way 
of understanding and a n a l y s i n g the s o c i a l e x i s t e n c e of ' a r t ' 
i n l a t e 20th century B r i t a i n . H i s t o r i c a l m a t e r i a l 
i s presented, t h e r e f o r e , i n order to e x p l a i n the develop-
ment and s o c i a l r e l a t i o n s of v a r i o u s a s p e c t s of a r t as 
i t now e x i s t s . Thus, while the period from the 
Renaissance to the l a t e eighteenth century i s only d e a l t 
with i n a cursory fashion, much sp^ce i s devoted to an 
examination of v a r i o u s developments i n the 19th century, 
s i n c e these developments, i t i s argued, are c r u c i a l to 
an understanding of the contemporary s i t u a t i o n . 
I n o u t l i n e form, t h e r e f o r e , the t h e s i s i s organ-
i s e d as f o l l o w s . 
Part One ( c h p t s . 1 & 2) i s i n t r o d u c t o r y , chapter 
one being a general i n t r o d u c t i o n and survey of the f i e l d , 
and chapter two being a more d e t a i l e d p r e s e n t a t i o n of the 
a n a l y s i s of a r t and s o c i e t y formulated by W i l l i a m Morris. 
Morris's a n a l y s i s i s taken as a s t a r t i n g point £ind b a s i s 
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for the arguments-, presented i n t h i s t h e s i s , and h i s i d e a s 
are t h e r e f o r e given d e t a i l e d c o n s i d e r a t i o n not only because 
of t h e i r general importance, but i n order to emphasise 
the coherence and a n a l y t i c a l sharpness of h i s account 
a g a i n s t p r e s e n t a t i o n s of h i s thought which tend to blunt 
h i s i n t e l l e c t u a l importance e i t h e r by r o m a n t i c i s i n g him, 
or by simply ignoring much of h i s post 1877 work. 
I n part two of t h i s t h e s i s ( c h p t s . J> & k) I 
s h a l l examine what I have termed the 'pr e - c o n d i t i o n s ' 
for the s o c i a l r e l a t i o n s of a r t i n the 19th and 20th 
c e n t u r i e s . 'Pre-conditions' i n the sense th a t the 
c o n s t r u c t i o n of the a r t i s t ( a s part of a developing d i v -
i s i o n of la b o u r ) from the Renaissance to the end of the 
eighteenth century involved the c o n s t r u c t i o n of i d e a s 
on a r t and the a r t i s t , and the value, meaning, importance 
and s i g n i f i c a n c e of a r t , t h a t were to form the b a s i s f o r 
the 19th and 20th century developments, but which were 
i n themselves confined to a narrow s o c i a l group. 
I t was i n the 19th century (examined i n part 
t h r e e , chapter 5)« that t hese d e f i n i t i o n s and i d e a s on 
a r t were taken and propagated s o c i a l l y outwards and down-
wards. Thus i n examining the 19th century developments 
I concentrate on the i n t e r v e n t i o n of the s t a t e i n a r t -
an i n t e r v e n t i o n which i s c r u c i a l to a r t becoming a ' p u b l i c ' 
concern. Thus i n chapter f i v e a t t e n t i o n i s focussed 
on museums, a r t g a l l e r i e s , a r t and design education, the 
Royal Academy, and v a r i o u s e x h i b i t i o n s of a p p l i e d a r t , 
a l l of which were important f a c t o r s i n the way i n which 
the s o c i a l r e l a t i o n s of the a r t of the 18th century 
became expanded and developed as part of r e l a t i o n s i n v o l v i n g 
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more e x t e n s i v e and v a r y i n g s o c i a l groups and c l a s s e s i n 
the 19th and 20th c e n t u r i e s . 
The chapter d e a l i n g with 19th century developments 
i s the longest and most involved i n t h i s study. I n i t 
many of the b a s i c arguments are developed and t a l k e d 
through. The second chapter i n part three (chapter 6) fo l l o w s 
on from chapter f i v e by continuing the d i s c u s s i o n of art: 
and the s t a t e , c o n s i d e r i n g t h i s time, however, the post 
second-world-war s t a t e i n B r i t a i n , and i t s e f f e c t i n d e f i n -
ing, l i m i t i n g and propagandising a r t through the A r t s 
C o u n c i l of Great B r i t a i n , the C r a f t s Advisory Committee-, 
the Design C o u n c i l , the Regional A r t s A s s o c i a t i o n s , and 
so f o r t h . I n part three as a whole I t h e r e f o r e emphasise 
the c o n t i n u i t y of development between and throughout the 
I83O—1870 and 1939—75 periods,and, more importantly, 
the e s s e n t i a l s i m i l a r i t y and coherence of s t a t e i n t e r v e n -
t i o n i n the two periods. 
I n part four (chapter 7) the present day a r t 
market i s examined. While t h i s i s often seen as being, 
somehow, p e r i p h e r a l to what a r t i s , or, simply, a means 
whereby a r t o b j e c t s are exchanged, i t w i l l be argued 
tha t not only i s the a r t market c e n t r a l to an understanding 
of the contemporary s o c i a l r e l a t i o n s of a r t , but that the _ 
i d e o l o g i c a l p r e c o n d i t i o n s f o r the a r t market play a 
c e n t r a l r o l e i n supporting and maintaining e x i s t i n g d e f i n -
i t i o n s of what i s and i s not to be a r t ; who a r t i s f o r ; and 
wha.t s o r t s of h i e r a r c h i e s of va l u e s and judgements are to 
e x i s t w i t h i n a r t . 
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I n part f i v e ( ' D e f i n i t i o n a l C o n f l i c t s 1 ) v a r i o u s 
ways,in which what i s and i s not to be a r t are struggled: 
over, are examined. I i l l u s t r a t e not only the extent to 
which s u c c e s s i v e attempts by a r t i s t s , craftsmen and des-
i g n e r s to a l t e r or r e d e f i n e a r t have been negated and 
incorporated i n t o the r u l i n g or dominant s o c i a l d e f i n i t i o n s 
of a r t , but a l s o the extent to which the range of o b j e c t s 
defined as a r t has a l t e r e d over time, and what consequences 
the d e f i n i n g of a phenomenon p r e v i o u s l y not defined as a r t , 
as a r t , has for the s o c i a l use of and a t t i t u d e s to that 
phenomenon. 
The f i n a l chapters of the t h e s i s , ( c h a p t e r s 9 & 
d e a l with m a t e r i a l from a s e r i e s of i n t e r v i e w s with 
p r a c t i s i n g a r t i s t s , craftsmen and d e s i g n e r s . These are 
presented to i l l u s t r a t e how the p r a c t i t i o n e r - the producer 
has to cope with,and work t h r o u g h , s o c i a l r e l a t i o n s and 
d e f i n i t i o n s of a r t that are only p a r t l y of h i s own making, 
and which are a consequence of the forms of h i s t o r i c a l 
development examined w i t h i n the r e s t of the t h e s i s . The 
f u l l t e x t of the i n t e r v i e w s i s presented i n an appendix. 
I n part s i x ('Conclusion') I summarise the 
arguments and draw out the i m p l i c a t i o n s of what has been 
s a i d . 
The Development of the Word 
A b r i e f c o n s i d e r a t i o n of the changes the usage 
of the word ' a r t ' w i l l i n d i c a t e something of the s o c i a l 
t r a n s f o r m a t i o n to be examined i n t h i s study, and make 
c l e a r e r what i t i s that i s going to be d i s c u s s e d as 'the 
s o c i a l c o n s t r u c t i o n of a r t . ' 
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I n the middle ages a d i s t i n c t i o n was drawn bet-
ween the ' l i b e r a l ' and 'mechanical' a r t s , and i t has been 
pointed out tha t 
Poetry and the theory (but not the p r a c t i c e ) of music-
were ranked among the ' L i b e r a l A r t s ' , p u r s u i t s 
proper for an educated man and a gentleman; s c u l p t -
ure and p a i n t i n g belonged to the 'sordid a r t s ' and 
t h e i r p r a c t i t i o n e r s were c l a s s e d among the manual 
workers or a r t i s a n s and were often members of the 
craftsmen's guilds,, . . • As a very broad g e n e r a l i s -
a t i o n the ' p r a c t i c a l a r t s ' were considered to be those 
which involved a manual s k i l l and the ' t h e o r e t i c a l 
a r t s ' those v/hich were thought of as belonging to the 
mind, as depending on the e x e r c i s e of reason or the-
a c q u i s i t i o n of s c h o l a r s h i p . (k) 
While, t h e r e f o r e , a d i s t i n c t i o n was drawn i n the middle 
ages between the mental and the manual, the term a r t was 
appl i e d to both, and the usage bears l i t t l e r e l a t i o n to 
modern notions of the f i n e a r t s . I t i s worth bearing i n 
mind the ext e n s i v e meanings s t i l l c u r r e n t i n the E n g l i s h 
language a s s o c i a t e d with the ro o t s of the term ' a r t ' ; f o r 
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example 
a r t e f a c t a product of human a r t and workmanship; a 
product of p r e h i s t o r i c a r t as d i s t i n c t from a s i m i l a r 
o bject n a t u r a l l y produced. 
a r t f u l cunning, c r a f t y , d e c e i t f u l . 
a r t i f i c e d evice, contrivance"; s k i l l . 
a r t i f i c i a l made by a r t ; not n a t u r a l . 
a r t i s a n mechanic, handicraftsman. 
And even the word Art i t s e l f i s defined i n the Concise 
Oxford D i c t i o n a r y as 
s k i l l , esp. human s k i l l as opposed to nature; s k i l f u l 
execution as an object i n i t s e l f ; s k i l l a p p l i e d 
to i m i t a t i o n & design, as i n p a i n t i n g e t c ; 
while A r t l e s s i s defined as 
u n s k i l l e d , u ncultured; clumsy; n a t u r a l ; g u i l e l e s s , 
ingenuous... 
Within these d e f i n i t i o n s one n o t i c e s f i r s t l y a 
general d i s t i n c t i o n between nature and 'un-natural' i n the 
sense of 'of-mankind'« As part of t h i s there i s a ge n e r a l 
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sense of a r t as ' s k i l l 1 , whether t h i s be s k i l l i n the 
form of ' c u n n i n g ' / ' d e c e i t f u l ' or as 'competence* and 
'precision'o The general sense of the medieval usage 
a l s o s u r v i v e s as i n the term ' a r t i s a n ' (which i n the 
nineteenth century was i n common usage meaning s k i l l e d work-
man), ' A r t i s t 1 , i n the sense of a man or woman who 
pa i n t s , s c u l p t s , or engages i n a r e l a t e d a c t i v i t y , i s a 
comparatively recent usage, 
I t i s a t the s o c i a l developments involved i n the 
emergence of the s p e c i a l i s t meaning of ' a r t i s t ' t h a t we 
are to look i n t h i s study. Thus, i n l i n g u i s t i c terms, we 
are to examine what i t i s that l i e s behind the narrowing 
of the popular meaning of the term a r t from i t s general 
sense of ' s k i l l ' or 'man-made' ( u n - n a t u r a l ) to i t s present 
most common usage i n r e l a t i o n to a range of a c t i v i t i e s 
i n c l u d i n g p a i n t i n g , s c u l p t u r e , and to a l e s s e r extent other 
a c t i v i t i e s i n c l u d i n g weaving, pottery and f i l m . 
The concept of a 'work' of a r t , and of the ' f i n e ' 
a r t s , c o i n c i d e d i n i t s emergence with the d e c l i n e i n pov/er 
of the medievo.l g u i l d system, and the r i s e of Academies 
i n 16th century I t a l y . Thus the d i s t i n c t i o n between ' f i n e ' 
and 'applied' a r t s , a s employed i n 19th century England, 
i s of Renaissance o r i g i n . Using the term ' a r t ' as a syn-
onym for 'f i n e a r t s ' came commonly i n t o E n g l i s h usage i n 
the 19th century. The phrase 'the p o l i t e a r t s ' had been 
employed i n the 18th century, but, by 18A-9 Henry Cole was 
able to use the terra 'art manufactures* to mean ' f i n e a r t ' 
a p p lied to mechanical production - thus i n d i c a t i n g the ex-
tent to which ' a r t ' as a term had become compressed i n 
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meaning f r o m i t s b r o a d m e d i e v a l usage. 
I n l o o k i n g t h u s b r i e f l y a t t h e h i s t o r y o f t h e usage 
o f t h e word a r t something o f t h e s o c i a l t r a n s f o r m a t i o n i n v o l v e d 
can be seen. Today t h e t e r m a r t i s used i n b o t h an e v a l u a t i v e 
and a d e n o t a t i v e sense. Thus p a i n t i n g and s c u l p t u r e a r e 
g e n e r a l l y c a l l e d ' a r t ' i n a d e n o t a t i v e sense, b u t , a t t h e same 
t i m e , i t i s p o s s i b l e t o say o f a p a r t i c u l a r p a i n t i n g , 'That 
i s n ot r e a l l y a r t 1 , u s i n g t h e t e r m t h e r e i n an e v a l u a t i v e 
sense. F i l m - m a k i n g or photography a r e i n more ambiguous 
p o s i t i o n s : w i t h these i t i s n o t g e n e r a l t o d e s c r i b e t h e 
a c t i v i t i e s or p r o d u c t s as ' a r t ' i n a d e n o t a t i v e sense; 
r a t h e r i n 1975 t h e a p p e l l a t i o n ' a r t ' or ' a r t i s t ' i n these 
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f i e l d s i n d i c a t e s a person or work o f p a r t i c u l a r d i s t i n c t i o n . 
C o m p l e t e l y o u t s i d e t h e usage o f ' a r t ' as a t e r m o f 
c u l t u r a l e v a l u a t i o n , t h e word i s used as i n , f o r example, 
•the a r t o f f o o t b a l l ' o r 'the a r t o f t h a t c h i n g ' , where i t i s 
employed t o i n d i c a t e t h a t p a r t i c u l a r s k i l l i s i n v o l v e d . To 
d e s c r i b e photography as ' a r t ' i m p l i e s t h a t photographs s h o u l d 
be r e g a r d e d as a e s t h e t i c o b j e c t s i n a p a r t i c u l a r way; t o 
d e s c r i b e f o o t b a l l as a r t does n o t n e c e s s a r i l y i m p l y t h i s , b u t , 
more g e n e r a l l y , would i m p l y t h a t t h e game s i m p l y i n v o l v e d s k i l l 
and f i n e s s e . 
The M a t e r i a l L i m i t a t i o n s o f t h i s Study 
From t h e p o i n t o f view o f t h e producer o f a r t I am 
concerned i n t h i s s t u d y t o l i m i t t h e t r e a t m e n t t o v i s u a l a r t i s t s -
p a i n t e r s , s c u l p t o r s , weavers, p o t t e r s , f i l m - m a k e r s , and so f o r t h . 
L i m i t i n g t h e f i e l d i n t h i s manner i s no easy m a t t e r , f o r i t i s 
apparent even i n t h i s b r i e f l i s t o f p r o d u c e r s t h a t I have 
i n c l u d e d people who might be d e s i g n a t e d ' c r a f t s m e n ' or 'd e s i g 
n e r s ' . They a l l produce ' v i s u a l ' t h i n g s , however, and t h e 
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r e l a t i o n s h i p o f ' c r a f t 1 and ' d e s i g n 1 t o t h e concept o f ' a r t ' 
s h a l l be examined i n t h e course o f t h e t h e s i s . I am e x c l u d i n g 
i n my evidence and t r e a t m e n t music, l i t e r a t u r e , b a l l e t - i n 
g e n e r a l t h e p e r f o r m i n g and v e r b a l ' a r t s ' . T h i s e x c l u s i o n i s 
p a r t l y a r b i t r a r y , p a r t l y founded on l i k e n e s s e s o f a c t i v i t i e s , 
and p a r t l y n e c e s s i t a t e d by t h e scope o f t h e t h e s i s . 
The t e r m a r t , however, as p a r t o f t h e dominant c u l t u r e 
i n t h e Renaissance and post-Renaissance p e r i o d , embraces a l l 
t h e a c t i v i t i e s mentioned, and more. Much t h a t i s s a i d , t h e r e -
f o r e , about t h e s o c i a l e x i s t e n c e o f t h e i d e a and p r a c t i c e o f 
a r t , as a phenomenon o f d e v e l o p i n g c a p i t a l i s t s o c i e t y , has 
i m p l i c a t i o n s f o r a l l t h e a r t s . A t i g h t e r s e p a r a t i o n o f 
d i f f e r e n t a r t s , or a more s p e c i f i c l i m i t a t i o n o f t h e i m p l i c a t i o n s 
o f what i s b e i n g s a i d i n t h i s s t u d y , i s i m p o s s i b l e because one 
o f t h e phenomena b e i n g i n v e s t i g a t e d i s t h e v e r y f l u i d i t y and 
g e n e r a l i t y o f a r t as a d e f i n i t i o n which i m p l i e s more t h a n t h a t . 
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an a r t i s t does a p a r t i c u l a r t h i n g . 
Were I t o l i m i t t h i s s t u d y t o , f o r i n s t a n c e , t h e 
p a i n t e r as a r t i s t , o r , even more s p e c i f i c a l l y , t h e p a i n t e r i n 
n i n e t e e n t h c e n t u r y B r i t a i n , I would become t r a p p e d v / i t h i n the. 
forms o f d i s c o u r s e and p r a c t i c e t h a t c o n s t i t u t e t h e s o c i a l 
r e l a t i o n s o f a r t . I n o r d e r t o u n d e r s t a n d t h e s o c i a l e x i s t e n c e 
o f a r t , and t h e s o c i a l r e l a t i o n s t h r o u g h w h i c h i t i s m e a n i n g f u l , 
I must e n t e r more b r o a d l y i n t o t h e a m b i g u i t nd v a r i e t i e s o f 
t h e p r a c t i c e s and phenomena t h a t are p a r t o f t h e s o c i a l 
r e l a t i o n s o f a r t . Thus, i n as f a r as i t i s p a r t i a l l y p o s s i b l e 
t o l i m i t an e n q u i r y such as t h i s t o t h e v i s u a l a r t s t h i s i s done, b u t , 
i n as f a r as much t a l k about a r t i s g e n e r a l t a l k , t h e s t u d y w i l l 
go beyond t h i s l i m i t a t i o n . The r e s u l t i s a compromise between 
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t h e necessary l i m i t a t i o n o f t h e scope and e m p i r i c a l s u b j e c t 
m a t t e r o f the r e s e a r c h , and t h e d i c t a t e s imposed by t h e s u b j e c t 
o f s t u d y . 
The A r t i s t , C r a f t s m a n and Designer as M a t e r i a l P roducers 
An i m p o r t a n t reason f o r l i m i t i n g t h i s s t u d y t o ' a r t ' 
as a p p l i e d t o t h e v i s u a l a r t i s t s , i s t h a t p a i n t e r s , s c u l p t o r s , 
weavers, p o t t e r s , i n d u s t r i a l d e s i g n e r s , j e w e l l e r s , e t c . , a r e 
a l l p r o d u c e r s o f m a t e r i a l o b j e c t s . That i s , t h e y a r e a l l 
i n v o l v e d i n p r o d u c i n g ' t h i n g s ' i n t h e same way t h a t t h e maker 
o f motor c a r s or t a b l e s o r c l o t h e s or houses i s a l s o a 
producer o f m a t e r i a l o b j e c t s . I n t h e m i d d l e ages a l l t h e s e 
forms o f work ( b o t h t h e p a i n t i n g / s c u l p t i n g and t h e m o t o r - c a r 
m a n u f a c t u r i n g / h o u s e - b u i l d i n g ) would have been d i f f e r e n t forms 
o f manual work ( t h e s o r d i d a r t s ) . I n i n v e s t i g a t i n g t h e 
v i s u a l a r t i s t and a r t s , t h e r e f o r e , we a r e l o o k i n g a t t h e 
s e p a r a t i o n o f c e r t a i n a c t i v i t i e s from o t h e r a c t i v i t i e s ; we 
a r e l o o k i n g a t t h e d i v i s i o n o f t h e m e d i e v a l c r a f t s i n t o two 
g r o u p i n g s - one becoming manual work and t h e o t h e r becoming 
' a r t ' . The development o f a r t can t h e r e f o r e i n t h i s case be 
c l e a r l y seen as p a r t o f t h e d e v e l o p i n g d i v i s i o n o f l a b o u r - a 
d i v i s i o n b o t h between d i f f e r e n t a c t i v i t i e s , and between t h e 
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m e n t a l and t h e manual i n g e n e r a l . F o c u s s i n g on t h e v i s u a l 
a r t s , t h e r e f o r e , enables us t o see more c l e a r l y t h e development 
o f ' a r t ' as p a r t o f t h e more g e n e r a l development o f c a p i t a l i s t 
s o c i e t y , i n c l u d i n g t h e development o f h i e r a r c h i e s o f e x p e r t i s e , 
knowledge, a b i l i t y , and e d u c a t i o n . I n o t h e r words, t h e i d e o l -
o g i c a l c h a r a c t e r of ' a r t * as a way of t h i n k i n g and d e f i n i n g 
a s p e c t s of t h e w o r l d becomes v i s i b l e * . 
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I n t h e v i s u a l a r t s , f u r t h e r m o r e , t h e t e n s i o n , or 
c o n t r a d i c t i o n , between ' a r t • and n o t - a r t becomes i n t h e n i n e t -
e e n t h c e n t u r y i n c r e a s i n g l y v i s i b l e , and t h e r e f o r e , by f o c u s s -
i n g on t h e c o n t r a d i c t i o n we a r e a b l e t o s p e c i f y t h e s o c i a l 
r e l a t i o n s o f a r t v / i t h i n d e v e l o p i n g c a p i t a l i s t s o c i e t y i n B r i t a i n 
more r e a d i l y t h a n might be p o s s i b l e w i t h t h e a t r e or p o e t r y . 
F o r , i n t h e n i n e t e e n t h c e n t u r y , t h e s e p a r a t i o n o f ' a r t ' and 
'manufacture' «» o f t h e c r e a t o r and t h e mec h a n i c a l maker ~ became 
i n c r e a s i n g l y p r o b l e m a t i c * And t h e r e f o r e t h e ' d e s i g n e r ' 
became c o n s t r u c t e d as, i n a sense, an i n t e r m e d i a r y - an 
a p p l i e r o f a r t . That i s , ' a r t ' ( i n t h e sense o f i n t e l l e c t u a l -
i t y and c r e a t i v i t y ) , h a v i n g been s e p a r a t e d from g e n e r a l i n d -
u s t r i a l p r o d u c t i o n , and t h e 'worker' h a v i n g been made merely a 
doe r ' and not a ' t h i n k e r ' , i t became necessary t o a t t e m p t t o 
over-come the c o n t r a d i c t i o n t h u s c r e a t e d between t h e i n t e -
l l e c t u a l - a r t i s t as c r e a t o r and t h e manual n o n - c r e a t i v e 'doer' 
as 'workman'. The a t t e m p t s t o overcome t h e c o n t r a d i c t i o n , 
however, were f o r m u l a t e d w i t h i n t h e terms o f t h e s p e c i a l i s e d 
d i v i s i o n o f l a b o u r which embodied t h a t c o n t r a d i c t i o n o r 
s e p a r a t i o n . The d e s i g n e r , t h e r e f o r e , became i n h i m s e l f 
s i m p l y a f u r t h e r s p e c i a l i s a t i o n - a s p e c i a l i s a t i o n b o t h w i t h i n 
i n d u s t r i a l j > r o d u c t i o n and w i t h i n a r t i s t i c p r o d u c t i o n . He 
s y m b o l i s e s , i n a sense, t h e s e p a r a t i o n o f a r t / c r e a t i v i t y f r o m 
p r o d u c t i o n / w o r k , r a t h e r t h a n overcomes t h a t s e p a r a t i o n . 
A R e l a t i o n a l Approach 
The approach b e i n g adopted towards a r t i n t h i s s t u d y 
i s a r e l a t i o n a l approach. That i s , i t i s b e i n g argued t h a t : 
a r t e x i s t s (as a p r a c t i c e , a d e f i n i t i o n , an i d e o l o g y , a way o f 
segmenting and u n d e r s t a n d i n g t h e w o r l d ) o n l y t h r o u g h and as 
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p a r t o f d e f i n i t e and h i s t o r i c a l l y d e f i n e d s o c i a l r e l a t i o n s . 
T h i s t h e s i s i s , t h e r e f o r e , i m p l i c i t l y a c r i t i c i s m o f any 
h i s t o r i c a l or c r o s s - c u l t u r a l s t u d y o f a r t w h i c h assumes t h e 
e x i s t e n c e o f a r t , as a r t , i n a n o t h e r p e r i o d or c u l t u r e s i m p l y 
because m a t e r i a l o b j e c t s b e a r i n g some resemblance t o o b j e c t s 
d e f i n e d as a r t i n t h e modern West are seen t o e x i s t e 
T h i s i s more t h a n an academic p o i n t . For i t i s 
t h e apparent t r u t h o f t h e s t a t e m e n t , ' A l l C u l t u r e s and C i v -
i l i s a t i o n s known t o man have produced A r t ' t h a t l e n d s credence 
t o t h e assumption t h a t a r t i s t r e a t a b l e i n an a - h i s t o r i c a l 
sense - a f o r m o f p r o d u c t i o n c h a r a c t e r i s t i c o f a l l mankind 
t h a t o n l y v a r i e s i n i t s c o n t e n t . 
I t i s b e i n g argued here t h a t not o n l y must t h e 
m a t e r i a l o b j e c t s d e f i n e d i n modern Western c u l t u r e s be u n d e r s t o o d 
i n a r e l a t i o n a l sense, b u t t h a t non-western p r o d u c t i o n s v/hich 
appear s i m i l a r t o t h a t which modern w e s t e r n s o c i e t i e s d e f i n e 
as a r t must be u n d e r s t o o d w i t h i n t h e terms o f t h a t society» 
To n o t so t r e a t t h e ' a r t i s t i c ' p r o d u c t i o n s o f o t h e r c u l t u r e s 
or o t h e r h i s t o r i c a l p e r i o d s i s t o l e n d i m p l i c i t s u p p o r t t o 
a n o n - s o c i o l o g i c a l a n t i - r e l a t i o n a l view v/hich r e n d e r s a 
c l e a r a n a l y s i s o f t h e s i t u a t i o n o f a r t i n B r i t a i n t o d a y 
h i g h l y p r o b l e m a t i c . 
An example may make t h e p o i n t c l e a r e r . I n a r e c e n t 
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Unesco p u b l i c a t i o n on ' C u l t u r a l P o l i c y i n Great B r i t a i n 1 
t h e f a i l u r e o f t h e w o r k i n g c l a s s e s t o p a r t i c i p a t e i n a r t s 
c e n t r e s i s d i s c u s s e d , and, s i m i l a r l y , i n t h e Government White 
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Paper 'A P o l i c y f o r t h e A r t s ' access t o and d e m o c r & t i s a t i o n 
o f t h e a r t s was proposed. I n n e i t h e r p u b l i c a t i o n was t h e 
n a t u r e o f a r t i t s e l f seen as p r o b l e m a t i c - nor was any h i s t -
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o r i c a l view a p p a r e n t . A r t i s seen as ' C u l t u r e ' and 'Value' 
and as 'our h e r i t a g e ' and 'our h i s t o r y ' , and, t h e r e f o r e , t h e 
s p e c i f i c ways i n w h i c h t h e a r t i s t and a r t has h i s t o r i c a l l y 
d e veloped as p a r t o f a complex d i v i s i o n o f l a b o u r w i t h i n 
a s p e c i f i c f o r m o f s o c i e t y i s i g n o r e d . As a consequence, 
t h e r e f o r e , o f t h i s i m p l i c i t e s s e n t i a l i s t p o s i t i o n , t h e g e n e r a l 
o b s erved l a c k o f w o r k i n g c l a s s ' p a r t i c i p a t i o n ' cannot be e x p l a i n e d 
r a t h e r i t must be e x p l a i n e d away. ' E x p l a i n i n g away' n e c e s s i t -
a t e s i n v o k i n g concepts such as 'apathy*, ' l a c k o f u n d e r s t -
a n d i n g ' , and ' l a c k o f p r o p e r e d u c a t i o n ' . 
The S o c i a l C o n s t r u c t i o n o f A r t 
The above remarks may become c l e a r e r i f we c o n s i d e r e d 
f u r t h e r what ' a r t ' i s as a c oncept. I t i s , f o r i n s t a n c e , 
n o t t h e same s o r t o f word as ' t r a i n ' . T r a i n s i n every s o c i e t y 
r e m a i n t r a i n s ; t h e y may be put t o d i f f e r e n t uses, c a r r y 
d i f f e r e n t s o r t s o f p e o p l e , and s t o p a t d i f f e r e n t s o r t s o f 
p l a c e s , but t h e y remain t r a i n s and, as such, are d e f i n a b l e i n 
s p e c i f i c ways. A r t i s not such a c o n c e p t . A p a i n t i n g , 
l i k e a t r a i n , i s always a t h i n g p a i n t e d . I t i s not always 
a r t . The N a t i o n a l G a l l e r y i s a r e p o s i t o r y o f a r t , w h i l e 
p o s t e r hoardings are n o t ( i n conventional usage) e x h i b i t i o n s 
o f a r t . A p o s t e r , however, d i s p l a y e d w i t h i n t h e c o n f i n e s 
o f a n - a r t g a l l e r y , may become ' a r t ' . 
I n t h e 1920»s M a r c e l Duchamp sent a u r i n a l t o a 
P a r i s e x h i b i t i o n as h i s . e x h i b i t . A f t e r i n i t i a l r e s i s t a n c e 
h i s e x h i b i t was accepted. The u r i n a l i s , i n any c o n t e x t , 
a u r i n a l ; w i t h i n t h e e x h i b i t i o n , however, i t c o u l d a l s o be 
a r t . I n b e i n g a r t , i t i s l o o k e d a t and t r e a t e d i n a d i f f e r e n t 
mannero 
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T h i s s t o r y i s s i g n i f i c a n t i n r e l a t i o n t o t h e 
assumptions i m p l i c i t i n t h e Unesco and government documented 
r e f e r r e d t o above, f o r , v/hile t h e s t o r y may appear e x c e p t i o n a l , 
i t p o i n t s t o the f a c t t h a t we do a l l have access t o 
u r i n a l s , j u s t - a s most o f us have access t o r e p r o d u c t i o n s of: 
p a i n t i n g s or can p a i n t our own p a i n t i n g s , or can c r e a t e our:-
own e n v i r o n m e n t s w i t h i n our own homes* 'Art ' i s something. 
a g a i n - something e x t r a . M a r c e l Duchamp i n s e n d i n g t h e 
u r i n a l t o t h e e x h i b i t i o n was a t t e m p t i n g t o make a comment: 
on what a r t was - t o make e x p l i c i t some o f t h e i s s u e s being: 
d i s c u s s e d h e r e . The a t t e m p t , however, b a c k f i r e d on him, f o r , 
as he w r o t e l o o k i n g back on t h e i n c i d e n t i n 19b2 
I t h r e w t h e b o t t l e ^ r a c k and t h e u r i n a l i n t o t h e i r f a c e s 
as a c h a l l e n g e and now t h e y admire them f o r t h e i r 
a e s t h e t i c b e a u t y . (12) 
The U n i v e r s a l i t y o f an A e s t h e t i c Sense 
That a r t i s a u n i v e r s a l c a t e g o r y and form o f 
p r o d u c t i o n common t o a l l mankind i s an a s s u m p t i o n more o f t e n 
i m p l i c i t t h a n e x p l i c i t . A r e l a t e d b u t more s o p h i s t i c a t e d 
p o s i t i o n i s t h a t c l a i m i n g t h a t t h e r e i s a u n i v e r s a l 
( 
a e s t h e t i c sense. Thus Desmond M o r r i s i n 'The B i o l o g y o f 
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A r t ' s t u d i e d t h e p i c t u r e making b e h a v i o u r o f t h e g r e a t 
apes, comparing t h i s w i t h human a c t i v i t y , and he argues t h a t , 
f r o m h i s e a r l i e s t stages,man has been a c t i v a t e d by an 
a e s t h e t i c i m p u l s e ( a l o n g s i d e m a g i c o - r e l i g i o u s and u t i l i t a r i a n 
p urposes.) P r o f e s s o r Paul iv'ingert s i m i l a r l y has argued t h a t , i n 
t h e development o f u t i l i t a r i a n c r a f t s ( t e x t i l e s , c e r a m i c s , 
m e t a l l u r g y , c a r v i n g , e t c . , ) an a e s t h e t i c i m p u l s e has 
always l e d t o t h e work b e i n g g i v e n e m b e l l i s h m e n t or 
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c r a f t s m a n s h i p redundant t o and beyond pure p r a c t i c a l r e q u i r e m e n t s * 
An a e s t h e t i c i mpulse or response may o r may not be 
u n i v e r s a l - t h e answer i s beyond t h e scope o f t h i s t h e s i s . 
One can n o t e , however, t h a t t h e d e f i n i t i o n s o f u t i l i t a r i a n 
and n o n - u t i l i t a r i a n (hence, a l s o , o f a e s t h e t i c i n t h e sense 
employed by M o r r i s and Wingert above) a r e t h e d e f i n i t i o n s o f 
r e c e n t Western c u l t u r e . F or, wherever t h e r e i s a c h o i c e 
i n v o l v e d i n t h e d e s i g n or f o r m i n a humanly produced a r t e f a c t , 
t h e r e must o f n e c e s s i t y be an a e s t h e t i c sense or i m p u l s e , i f 
we f o l l o w t h e s o r t s o f d e f i n i t i o n i n d i c a t e d by W i n g e r t . The; 
argument i s s e l f - f u l f i l l i n g . 
More f u n d a m e n t a l l y i t s h o u l d be n o t e d t h a t t h e v e r y 
d i s t i n c t i o n between an o b j e c t and i t s ornament ( i t s d e c o r a t i o n , 
c o l o u r , f o r m , e t c . , ) i s a d i s t i n c t i o n developed d u r i n g and 
t h r o u g h t h e i n d u s t r i a l r e v o l u t i o n . The d i s t i n c t i o n between 
f u n c t i o n and f o r m , and between a r t and u t i l i t y a r e p r o d u c t s o f 
i n d u s t r i a l c a p i t a l i s m , and i t i s q u e s t i o n a b l e as t o t o v/hat 
e x t e n t i t i s u s e f u l t o e n q u i r e about t h e u n i v e r s a l i t y o f an 
impulse or response or sense, when t h e /ery i d e n t i f i c a t i o n 
o f t h a t sense depends on an i n t e l l e c t u a l a b s t r a c t i o n founded i n 
a s p e c i f i c s e t o f s o c i a l c o n d i t i o n s . 
The meaning and purpose o f a e s t h e t i c s as a t e r m and 
as a mode o f p h i l o s o p h i c a l e n q u i r y has undergone many 
changes. For Kant a e s t h e t i c s was t h e 'science t h a t t r e a t s 
o f sensuous perceptions'. B y t h e 1760's t h e t e r m was b e i n g 
used by t h e German p h i l o s o p h e r Baumgarten t o r e f e r t o ' c r i t i c -
i sm o f t a s t e ' . T h i s usage became c u r r e n t , and, though t h e r e 
\i 3.3 r e s i s t a n c e t o i t s a d o p t i o n i n England, t h e Penny 
E n c y c l o p e d i a c o u l d d e f i n e i t as f o l l o w s i n 1832 
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A e s t h e t i c s i s t h e d e s i g n a t i o n g i v e n by German w r i t e r s t o 
a branch o f p h i l o s o p h i c a l e n q u i r y , t h e o b j e c t o f which 
i s a t h e o r y o f t h e b e a u t i f u l . (16) 
Wh i l e c o n t i n u i n g t o be concerned w i t h t h e n a t u r e o f b e a u t y , 
a e s t h e t i c s i s now a l s o v e r y much c e n t e r e d on t h e q u e s t i o n , 
•What i s A r t 1 ? ' . Faced w i t h t h e i m p o s s i b i l i t y o f d e d u c i n g 
f r o m t h e range o f o b j e c t s d e s i g n a t e d ' a r t 1 , many a e s t h e t i c i a n s 
are now faced w i t h t h e c h o i c e o f e i t h e r a d o p t i n g a p r e s c r i p t U 
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i v e or r e l a t i v i s t p o s i t i o n . 
The K a n t i a n d e f i n i t i o n o f t h e s c i e n c e o f a e s t h e t i c s 
as t r e a t i n g o f t h e ' c o n d i t i o n s o f sensuous p e r c e p t i o n s 1 l e a v e s 
i t open f o r t h e e x a m i n a t i o n o f t h e s o c i a l f o r c e s and c o n d i t i o n s 
w h i c h l e a d t o t h e gr o w t h o f a r t as a f i e l d i n i t s e l f , and f o r 
an e x a m i n a t i o n o f t h e s o c i a l c o n d i t i o n s under which some 
a c t i v i t i e s / o b j e c t s become a r t , and o t h e r s do n o t . W i t h i n t h e 
K a n t i a n d e f i n i t i o n i t remains p o s s i b l e t o examine t h e manner 
i n which c h o i c e s a r e made i n t h e c r e a t i o n o f and response t o 
our whole sensuous environment. But a s c i e n c e o f a e s t h e t i c s 
i n Baumgarten's sense goes beyond t h i s . Assuming t h e 
b e a u t i f u l a - p r i o r i , t h e s o c i a l l y g i v e n b e a u t i f u l and a r t i s t i c 
i s t a k e n as t h e s u b j e c t o f s t u d y , t h i s l e a d i n g i n e v i t a b l y t o 
t h e f r u s t r a t i o n o f a e s t h e t i c s as a d i s c i p l i n e t h a t i s n e i t h e r -
wide enough t o produce p h i l o s o p h i c a l c o n c l u s i o n s i n t h e 
K a n t i a n s e n s e , n o r " h i s t o r i c a l enough t o produce h i s t o r i c a l o r 
s o c i o l o g i c a l c o n c l u s i o n s o f any s i g n i f i c a n c e . 
I t i s a g a i n s t t h i s background t h a t many a e s t h e t i c i a n s 
have f o l l o w e d t h e r o a d o f s o c i o l o g i c a l r e l a t i v i s m , s e e k i n g t o 
examine t h e s o c i a l c o n d i t i o n s o f a r t and t h e b e a u t i f u l , r a t h e r 
t h a n t h e a b s t r a c t and a b s o l u t e . T h i s does not r u l e out a 
s c i e n c e o f t h e v i s u a l , or a s c i e n c e o f p e r c e p t i o n , b u t t h a t 
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i s , s i m p l y , a n o t h e r q u e s t i o n , from t h a t o f t h e u n d e r s t a n d i n g . 
o f t h e s o c i a l c o n s t r u c t i o n o f a r t . 
A w o r t h w h i l e s o c i o l o g y o f a r t cannot e x i s t u n t i l t h e 
s o c i o l o g i s t has f u l l y grasped what i t means t o say 
The M i d d l e Ages had no more ide a o f t h e concept we 
express by t h e word ' A r t ' t h a n had t h e Greeks or E g y p t i a n s , 
who had no word t o express i t . (Andre M a l r a u x ) . ( 1 8 ) 
o r , as i t i s put i n a s t a n d a r d modern work on a e s t h e t i c s 
t h r o u g h t h e g r e a t e r p a r t o f human h i s t o r y t h e s o - c a l l e d 
' f i n e a r t s ' were regarded as h a n d i c r a f t s among o t h e r s , 
not d i s t i n g u i s h e d as a c l a s s , and . . . a r t o b j e c t s l i k e 
p r o d u c t s o f human i n d u s t r y were designed t o serve a 
purpose r e c o g n i s e d and approved by t h e s o c i e t y i n which 
t h e y arose The purposes o f t h e a r t s have been 
e x t r a o r d i n a r i l y v a r i o u s . (H.Osborne) (19) 
The S o c i o l o g i e s o f A r t 
Thus f a r I have made l i t t l e r e f e r e n c e t o p u b l i s h e d 
s o c i o l o g i c a l work on a r t . I s t r e s s here ' p u b l i s h e d ' , s i n c e 
a growing m i n o r i t y o f s o c i o l o g i s t s are becoming i n v o l v e d or 
i n t e r e s t e d i n t h e f i e l d , w h i l e o n l y a few p u b l i s h e d works 
e x i s t , and my r e f e r e n c e s t o p u b l i s h e d work w i l l on t h e whole 
be adverse. 
Given t h a t t h e r e i s i n f a c t l i t t l e p u b l i s h e d work i n 
t h e f i e l d , I s h a l l a t t e m p t t o make t h e f o l l o w i n g comments 
more t h a n merely a l i s t o f c o m p l a i n t s , t h r o u g h u s i n g t h e 
d i s c u s s i o n t h a t f o l l o w s as a v e h i c l e f o r f u r t h e r i l l u s t r a t i o n 
o f t h e s o c i a l r e l a t i o n s o f " a r t i n g e n e r a l : t h e d i s c u s s i o n w i l l 
be more an e x a m i n a t i o n o f an i d e o l o g y t h a n a s o c i o l o g y . 
Many o f t h e problems t h a t r e c u r i n t h e s t u d y o f 
a r t d e r i v e f r o m t h e sense i n which as ' h i g h ' c u l t u r e a r t i s 
surrounded by and e x i s t s t h r o u g h a p o w e r f u l m y s t i q u e . T h i s 
i n v o l v e s a r t b e i n g seen as something ' s p e c i a l - as p a r t o f t h e 
make-up o f an educated man: i t i s seen as b e i n g c r e a t e d by 
i n s p i r e d men - e x c e p t i o n a l men - men who l e a d or l e d l i v e s of. 
2h 
s t r u g g l e and h a r d s h i p , s a c r i f i c i n g a l l t o t h e i r a r t : i t i s 
seen as beyond or above p o l i t i c s and t h e p e t t y s t r u g g l e s o f 
any p a r t i c u l a r time and p l a c e , f o r a r t i s seen t o c o n t a i n some 
v/ider v i s i o n . 
At t h i s p o i n t I can o n l y a s s e r t t h i s p o s i t i o n : d u r i n g 
t h e course o f t h i s t h e s i s these i d e a s v / i l l be argued more 
f u l l y . 
S o c i o l o g i c a l a ccounts o f a r t have been b e d e v i l l e d by 
such i d e a s , b ut not o n l y i n t h e sense t h a t concepts o f 
t r a d i t i o n a l 'high c u l t u r e 1 have i n t r u d e d i n t o o r usurped t h e 
pl a c e o f a n a l y s i s , b u t a l s o i n t h a t r a d i c a l a l t e r n a t i v e s t o 
t r a d i t i o n a l h i g h c u l t u r e have o f t e n been adopted i n s t e a d -
weaning t h e r e f o r e t h a t t h e s o c i o l o g i s t , f a r f r o m engaging i n 
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a n a l y s i s , has s i m p l y become ent r a p p e d w i t h i n a d e b a t e . The 
s o c i o l o g i s t has t h u s become p r e s c r i p t i v e and p r e c l u d e d 
a n a l y s i s . 
A v a l u e - f r e e s o c i o l o g i s t i s an i d e o l o g i c a l f i c t i o n : 
an o b j e c t i v e s o c i o l o g y may a l s o be such. But a s c i e n t i f i c 
s o c i o l o g y i s p o s s i b l e , and t h e ' s c i e n c e ' must precede and be 
s e p a r a t e f r o m t h e p r e s e n t a t i o n . S o c i o l o g y i s a s o c i a l 
f a c t : i t i s o f t h e s o c i a l w o r l d , and t h e c o n c l u s i o n s o f t h e 
s o c i o l o g i s t and t h e s u b j e c t he chooses t o s t u d y b e i n g o f t h e 
s o c i a l w o r l d are a l s o t h u s p a r t o f t h e s o c i a l w o r l d . The 
p r e s e n t a t i o n or p u b l i c a t i o n of s o c i o l o g i c a l work i s t h e e n t e r i n g 
i n t o debate and c o n t r o v e r s y . B i a s and ' p o s i t i o n ' e x i s t 
and must e x i s t and f o l l o w from t h e c h o i c e o f p r e s e n t a t i o n , and 
t h e p l a c e and t i m e o f p r e s e n t a t i o n . S o c i o l o g y as ' s c i e n c e ' 
however, i m p l i e s t h a t t h e a n a l y s i s and t h e p r e s e n t a t i o n o f 
m a t e r i a l be r i g o r o u s . R a t h e r t h a n s t a r t i n g f r o m w i t h i n a 
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d e b a t e , t h e s o c i o l o g i s t as s c i e n t i s t must s t a r t by e x a m i n i n g 
t h e c o n d i t i o n s o f p o s s i b i l i t y o f a debate: he r e - e n t e r s t h e 
debate o n l y a f t e r b e i n g ' s c i e n t i s t ' . U n f o r t u n a t e l y p u b l i s h e d 
work on t h e s o c i o l o g y o f a r t seems r a r e l y t o have l e f t t h e 
p a r t i c u l a r i t y o f c u r r e n t d e b a t e s c 
The m y s t i f i c a t i o n o f a r t by s o c i o l o g i s t s , as by 
h i s t o r i a n s , r e s u l t s i n p a r t from t r e a t i n g ' a r t ' as i f i t i s 
r e a l l y embodied o n l y i n t h a t l i m i t e d number o f p r o d u c t i o n s 
and p r o d u c e r s who have been i n c o r p o r a t e d i n t o t h e r a n k s o f 
t h e g r e a t masters and t h e g r e a t t r a d i t i o n w i t h i n a r t h i s t o r y , 
and who are c u r r e n t l y e l e v a t e d t o t h e s t a t u s o f ' s t a r s ' 
w i t h i n t h e contemporary a r t scene. I n o t h e r words, t h e 
s o c i o l o g i s t never d e p a r t s from t h e l e v e l o f phenomenal f o r m s , 
t o examine t h e c o n d i t i o n s w hich make such appearances p o s s i b l e . 
At t h e v e r y l e a s t t h e s o c i o l o g i s t s h o u l d go beyond 
t h e a c c e p t e d h i e r a r c h i e s o f t h e a r t h i s t o r i a n and contemporary 
a r t c r i t i c t o examine t h e c o n d i t i o n s under w h i c h the m a j o r i t y 
o f a r t i s t s work - t h a t i s he s h o u l d a t l e a s t g r a s p ' a r t ' i n 
21 
i t s 'average' sense. 
T h i s c o n c e n t r a t i o n on t h e e x c e p t i o n a l , or on t h o s e 
works or persons p r e - d e f i n e d as s p e c i a l , l i n k s t o a c o n f u s i o n 
w i t h i n s o c i o l o g y between t h e s o c i a l l y s i g n i f i c a n t and t h e 
s o c i o l o g i c a l l y s i g n i f i c a n t . H.A.Bloch has p o i n t e d out t h i s 
c o n f u s i o n , a r g u i n g t h a t 
t h o s e who d e s i r e t o comprehend t h e ' s o c i a l s i g n i f i c a n c e ' 
o f any a r t - f o r m , t h e r e f o r e , a r e w h o l l y concerned w i t h t h e s e 
two problems; ( 1 ) does i t f a i t h f u l l y r e p r o d u c e t h e 
problem as i t e x i s t s i n s o c i e t y ? and ( 2 ) wh-?t i s t h e 
s i g n i f i c a n c e o f t h e problem t o t h e s o c i a l group i t s e l f ? ( 2 2 ) 
B l o c h argues t h a t i n , f o r i n s t a n c e , t h e f i e l d o f drama , 
p l a y s h a v i n g a ' s o c i a l ' s i g n i f i c a n c e a r e o f t e n p u r e l y ' r e f l e c t -
i v e •; t h a t i s , t h e y d e f i n e ynd d i s c u s s a s o c i a l problem 
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( e . g . r a c e , sex, t r a d e u n i o n i s m ) but f r e q u e n t l y do l i t t l e more 
tha.n express t h e problem i n d r a m a t i c f o r m . Such p l a y s a r e 
e d u c a t i v e and p r o p a g a n d i s t - as w i t h , f o r example, 'Cathy 
Come Home'. By c o n t r a s t , B l o c h c o n t i n u e s , 
The s o c i o l o g i c a l i n t e r p r e t a t i o n and a n a l y s i s i s p r i m a r i l y 
engaged w i t h such q u e s t i o n s as (1) why t h e work came t o 
be w r i t t e n or c r e a t e d a t a l l , (2) what r e l a t i o n s h i p s 
i t has t o o t h e r works o f a r t i n t h e same f i e l d and t o 
works i n o t h e r f i e l d s o f a r t i s t i c e x p r e s s i o n , (3) why 
i t has come t o be accepted a t a g i v e n p e r i o d o f h i s t o r i c a l 
development, ( k ) what b a s i c v a l u e s i n t h e c u l t u r e i t 
expresses o t h e r t h a n t h e problem a s p e c t , and ( 5 ) i which 
i s v e r y i m p o r t a n t , why i t has come t o be c a s t i n t h e 
p a r t i c u l a r form used by t h e c r e a t i v e a r t i s t . (23) 
While I do not agree f u l l y w i t h Bloch's s p e c i f i c a t i o n 
o f s o c i o l o g i c a l s i g n i f i c a n c e , and would suggest t h a t he i s 
s t i l l f o c u s s i n g t o o much on t h e o b j e c t t o the n e g l e c t o f t h e 
s o c i a l r e l a t i o n s t h r o u g h w h i c h i t e x i s t s and i s d e f i n e d , he 
i s r i g h t t o seek t o d i s t i n g u i s h t h e s o c i a l l y s i g n i f i c a n t and t h e 
s o c i o l o g i c a l l y s i g n i f i c a n t . For t h i s d i s t i n c t i o n i s c l o s e 
t o one i n t h e f i e l d o f v i s u a l a r t between, t h e few e x c e p t i o n a l 
a r t i s t s (so d e f i n e d ) and t h e mass o f p r o d u c e r s . The d i s t i n c t i o n 
i s f u r t h e r m o r e s i m i l a r t o t h a t I have j u s t been d r a w i n g between 
t h e s o c i o l o g i s t o f a r t who s t a r t s from and remains w i t h i n a 
debate ( t a k i n g t h e h i g h - c u l t u r e stance or a r a d i c a l a l t e r n a t i v e ) 
and t h e s o c i o l o g i s t who commences by s e e k i n g t o u n d e r s t a n d 
t h e c o n d i t i o n s o f p o s s i b i l i t y o f t h e debate and t h e phenomenal 
for m s . 
While t h i s t h e s i s i s concerned w i t h t h e s o c i a l 
c o n s t r u c t i o n o f a r t , r e l a t i n g a r t i n i t s v i s u a l and m a t e r i a l 
senses, t h e work o f Swingewood and Lawrenson on t h e s o c i o l o g y 
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o f l i t e r a t u r e i s i l l u s t r a t i v e o f t h e c o n f u s i o n o f s o c i a l 
and s o c i o l o g i c a l s i g n i f i c a n c e p r e s e n t i n many d i s c u s s i o n s o f 
a r t . The w r i t e r s t h e y s e l e c t f o r d e t a i l e d d i s c u s s i o n -
O r w e l l , Camus, S a r t r e , F i e l d i n g , D.H.Lawrence, - are a l l i n some 
way p o l i t i c a l i n i n t e n t i o n , or a r e e x h i b i t i n g f o r d i s p l a y 
'problem' or ' n o n - p u b l i c 1 a r e a s i n s o c i a l l i f e ; t h e s o c i o l o g i s t 
i s t h u s i n danger here o f s a y i n g no more t h a n t h a t w r i t e r s 
w r i t i n g about s o c i a l problems m a n i f e s t a c o n n e c t i o n betv/een 
l i t e r a t u r e about s o c i a l problems and s o c i a l problems, and t h a t 
p o l i t i c a l w r i t e r s a r e p o l i t i c a l v r i t e r s because t h e y w r i t e i n 
a p o l i t i c a l sense. 
There i s n o t h i n g i n i t s e l f wrong i n s e l e c t i n g t h e s e 
w r i t e r s f o r s t u d y , b u t , f r o m t h e p o i n t o f view o f s o c i o l o g i c a l 
s t u d y , i t can l e a d t o an over-easy c o r r e l a t i o n between a r t i s t 
and c l a s s , and t o s i m p l i s t i c g e n e r a l i s a t i o n s about t h e r a d i c a l 
n a t u r e o f a r t o But, beyond t h i s , by c o n c e n t r a t i n g on such 
w r i t e r s who are i n some way i n o p p o s i t i o n t o e s t a b l i s h m e n t 
p o l i t i c s , v a l u e s and p r a c t i c e s , t h e s o c i o l o g i s t ' s a t t e n t i o n 
i s d i v e r t e d f r o m t h e mass o f w r i t i n g which i s n o n - p o l i t i c a l , 
which does not d e a l w i t h s o c i a l problems, and where o t h e r 
perhaps more r e v e a l i n g s o c i o l o g i c a l d i s c o v e r i e s may be made. 
Jean Duvignaud, i n h i s 'The S o c i o l o g y o f A r t ' , 
opens h i s work by making s e v e r a l o f t h e p o i n t s I have been 
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making h e r e . He argues t h a t t h e t a s k o f a s o c i o l o g y o f 
a r t i s t o f i n d , w i t h o u t b e i n g "dogmatic or p e d a n t i c , t h e e x t e n t 
t o w h i c h t h e i m a g i n a r y i s r o o t e d i n c o l l e c t i v e l i f e . " , and, 
he a t t a c k s m y s t i c a l and sacre d views o f a r t on t h e grounds 
t h a t t h e s o c i o l o g i s t , f a c e d w i t h something u n u s u a l , or t h a t 
he f i n d s h a r d t o u n d e r s t a n d , has t o o o f t e n used i d e a s o f 
m y s t i c i s m , or t h e 'essence o f a r t ' , t o e x p l a i n away i n terms 
o f a n o n - e x p l a n a t i o n (posed as an e x p l a n a t i o n ) t h a t which he 
c o u l d not i n f a c t u n d e r s t a n d . However, d e s p i t e t hese 
opening remarks, Duvignaud goes on t o make e x a c t l y t h ese s o r t s 
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o f m i s t a k e s , and t o p r e s e n t a book v/hich, however f i n e as t h e 
p e r s o n a l statement o f an academic who i s not a maker o f a r t 
on v/hat i t means t o him, has l i t t l e t o do w i t h s o c i a l a n a l y s i s . 
For i n s t a n c e , he argues t h a t 
I n t u r n , when t h e a r t i s t c r e a t e s h i s work, he seems t o 
i n c o r p o r a t e i n t o i t an i n v i s i b l e community, t h e s p i r i t 
o f a s o c i e t y i n which t h e s o c i a l s u b s t a n c e , t h e 'mana r 
v/hich h o l d s t h e s e c r e t o f our f u t u r e e x i s t e n c e i s 
c r y s t a l i s e d o Perhaps he can do t h i s because he w i l l 
never know a b s o l u t e j o y . (26) 
T h i s i s an i n c r e d i b l e s t a t e m e n t g i v e n h i s opening remarks on 
v/hat he s h o u l d be d o i n g . I n c r e d i b l e , however, n o t s i m p l y 
because i t bears so l i t t l e r e l a t i o n t o what a r t i s or has 
been, or t o v/hat a r t i s t s a r e , and not s i m p l y because i t comes 
from a man who i s supposed t o be i n some way e x p l o r i n g t h e 
s o c i a l c o n d i t i o n s o f a r t ; b u t r a t h e r because i t i s e s s e n t i a l l y 
so t r i t e and mea n i n g l e s s . 
Duvignaud i s i l l u s t r a t i v e o f a n o t h e r contemporary 
f a l l a c y i n d e a l i n g w i t h a r t ; namely, t h a t w hich suggests 
t h a t a r t i s o n l y a r t and i s n o t h i n g else,. T h i s i s a view 
summarised i n t h e s l o g a n , 'Art f o r A r t ' s Sake' - a l e g i t i m a t e 
i d e o l o g y f o r t h e p r a c t i t i o n e r o f a r t t o work w i t h i n , b ut h a r d l y 
a u s e f u l b a s i s f r o m w h i c h t o an.alyse t h e a c t u a l s o c i a l c o n d i t i o n s 
o f a r t . Thus, Duvignaud, i n d i s c u s s i n g what an ' a u t h e n t i c ' 
work o f a r t i s , s uggests t h a t 
I t depends on two f a c t o r s : t h e f o r c e o f c o n v i c t i o n i n 
a work ( b e a r i n g i n mind i t s e x p l i c i t a i ms) and i t s 
detachment fro m f i n a n c i a l , i d e o l o g i c a l and p o l i t i c a l 
concerns - i n o t h e r words t h e a u t h e n t i c work o f a r t cannot 
s e r v e as a j u s t i f i c a t i o n f o r any o t h e r a c t i v i t y except 
i t s e l f . (2?) 
I n making the above s t a t e m e n t Duvignaud may be t r y i n g t o combat 
t h e c o n f u s i o n mentioned e a r l i e r - t h a t v/hich f a i l s t o 
d i s t i n g u i s h s o c i a l and s o c i o l o g i c a l s i g n i f i c a n c e ; he i s a l s o 
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a t t e m p t i n g t o combat i n t e r p r e t a t i o n s o f a r t i n t r a n s c e n d e n t a l , 
r e l i g i o u s , or o t h e r t e r m s . But, t o a b s t r a c t ' a r t ' f r o m t h e 
r e s t o f s o c i a l l i f e and t h e a c t i v i t i e s o f men, and say t h a t 
a r t can o n l y e x i s t a u t h e n t i c a l l y when o n l y as i t s e l f , i s 
e q u a l l y f a l s e . Some b o t h h i g h l y s u c c e s s f u l and u n s u c c e s s f u l 
a r t has been i n v o l v e d i n propaganda, n a t i o n a l i s m , r e v o l u t i o n a r y 
and r e a c t i o n a r y p o l i t i c s , and, o f c o u r s e , i n r e l i g i o n . The: 
n o t i o n t h a t a r t i s o n l y t r u e or a u t h e n t i c a r t when done f o r 
i t s own sake i s s i m p l y y e t a n o t h e r i d e o l o g y connected w i t h 
t h e s o c i a l r e l a t i o n s t h r o u g h w h i c h a r t has been or i s produced. 
I t may be t h a t I am o v e r - c r i t i c a l o f Duvignaud. I t ; 
i s p o s s i b l e t o agree w i t h him when he says t h a t 
Since the work o f a r t e x i s t s i n r e l a t i o n t o t h e o u t l o o k 
o f a c e r t a i n p e r i o d , group or i n d i v i d u a l , and i s found 
i n t y p e s o f s o c i e t y h a v i n g d i f f e r e n t e x p e r i e n c e s o f 
human r e l a t i o n s h i p s and e m o tions, i t i s n e c e s s a r y , i n 
o r d e r t o measure t h e d e p t h t o w h i c h imagined c r e a t i o n 
i s r o o t e d i n s o c i e t y , t o d e f i n e t h ese f a c t o r s b o t h i n 
r e l a t i o n t o a r t i s t i c a t t i t u d e s , e i t h e r known o r i m p l i e d , 
and i n r e l a t i o n t o t h e f u n c t i o n e x e r c i s e d by a r t i n a 
p a r t i c u l a r t y p e o f s o c i e t y . (28) 
But, Duvignaud f o l l o w s t h i s w i t h i n a few pages by a r g u i n g 
t h a t a work o f a r t always goes ahead o f s o c i e t y , and poses 
an 'as i f 1 p o s s i b i l i t y . We t a l k s o f t h e s e a r c h f o r an 
a b s o l u t e where man can communicate w i t h o u t s i g n s . These 
g e n e r a l i s a t i o n s about 'as i f p o s s i b i l i t i e s are s i m p l y n o t 
t r u e f o r most o f what has been produced as a r t , and t h e t e n o r 
o f t h i s d i s c u s s i o n i s pure m y s t i f i c a t i o n o f h i s s u b j e c t . 
Duvignaud has f a l l e n i n t o t h e same t r a p as Swingev/ood 
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and Lawrenson i n b a s i n g h i s arguments not o n l y t o o much 
on t h e p r o d u c t i o n s o f t h e 19th and 20th c e n t u r i e s , b u t i n 
a l s o l a y i n g t o o much s t r e s s on t h e ' e x c e p t i o n a l ' works o f a 
t r a d i t i o n . I t i s t h e p r a c t i c e o f t h e a r t h i s t o r i a n s and 
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l i t e r a t u r e s p e c i a l i s t s o f our s o c i e t y t o b a s e t h e i r s t u d i e s 
on t h e i r p a r t i c u l a r t y p e o f r e a d i n g o f t h e e x c e p t i o n a l works, 
and t o e l a b o r a t e t h e i r c o n c e p t s of form, s t y l e , meaning, 
t r a d i t i o n , and s o f o r t h , from t h e s e w o r k s . What t h e s o c i o l -
o g i s t h a s t o o f f e r i n e x p l a i n i n g b o t h t h e a c t i v i t y o f t h e s e 
• s p e c i a l i s t s ' and t h e r e l a t i o n s and p r a c t i c e s s u r r o u n d i n g 
and c o m p r i s i n g a r t i n g e n e r a l i s an a n a l y s i s b a s e d on t h e 
c o n d i t i o n s o f p r o d u c t i o n , u s a g e , v i e w i n g , e t c . , o f t h e mass o f 
work produced, u s e d , communicated t h r o u g h , a c t e d upon, and 
s o f o r t h . 
Swingewood and L a w r e n s o n , echo Duvignaud c l o s e l y i n 
t h e i r p r e s c r i p t i v e r e m a r k s on v/hat t h e t r u e meaning o f 
l i t e r a t u r e i s , and what t h e s o c i o l o g i s t s h o u l d be d o i n g . 
T h e i r f a i l i n g a g a i n d e r i v e s from an o v e r - c o n c e n t r a t i o n on 
t h e a r t - o b j e c t o r t e x t . T h u s , t h e y s a y 
I t c o u l d be a r g u e d , t h e n , t h a t t h e ' t r u e * meaning o f 
g r e a t l i t e r a t u r e and t h e s o c i a l groups i n v o l v e d i n i t s 
p r o d u c t i o n l i e s p r e c i s e l y i n t h e q u e s t and t h e s t r u g g l e 
o f b o t h f o r ' a u t h e n t i c v a l u e s ' , t h e v a l u e s of a g e n u i n e 
human community i n w h i c h human need s , a s p i r a t i o n s , and 
d e s i r e s a r e m e d i a t e d t h r o u g h s o c i a l i n t e r a c t i o n . I f 
t h i s i s s o , and i t w i l l be d efended l a t e r i n t h e book, 
t h e n t h e t a s k of t h e s o c i o l o g i s t i s not s i m p l y t o 
d i s c o v e r h i s t o r i c a l and s o c i a l r e f l e c t i o n ( o r r e f r a c t i o n ) 
i n works o f l i t e r a t u r e , but t o a r t i c u l a t e t h e n a t u r e of 
t h e v a l u e s embedded w i t h i n p a r t i c u l a r l i t e r a r y w o r k s , 
v/hat Raymond W i l l i a m s h a s c a l l e d 'the s t r u c t u r e o f 
f e e l i n g ' . ( J O ) 
A g a i n , t h e r e f o r e , we see d i s p l a y e d t h e i d e ; s o f ' q u e s t ' 
and ' s t r u g g l e ' - v e r y much c h a r a c t e r i s t i c s o f t h e r o m a n t i c 
v i e w of t h e a r t i s t . And of c o u r s e , i f t h e y choose t o d e f i n e . 
G r e a t L i t e r a t u r e a s t h a t w h i c h m a n i f e s t s ' q u e s t ' and s t r u g g l e 
t h e n G r e a t L i t e r a t u r e s h a l l be t h a t w h i c h d i s p l a y s t h o s e 
c h a r a c t eristics» 
A more f u n d a m e n t a l c r i t i c i s m o f t h e above p a s s a g e 
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i s o f t h e way i n w h i c h l i t e r a t u r e i s s e p a r a t e d from s o c i e t y : 
i t r e f l e c t s ( o r r e f r a c t s ? ) but i s not s e e n a s p a r t o f s o c i e t y * 
My c r i t i c i s m o f t h e i d e a o f ' r e f l e c t i o n ' o f s o c i e t y i n a r t 
i s p a r t o f a b a s i c s u s p i c i o n o f a c r u d e 'base' and s u p e r s t r u c t u r e ' 
model of s o c i e t y w i t h i n w h i c h a r t and i d e o l o g y a r e s e e n a s 
' s u p e r s t r u c t u r a l 1 , and, i n b e i n g • s u p e r s t r u c t u r a l • a r e t h u s 
a b s t r a c t e d from t h e s o c i a l r e l a t i o n s t h r o u g h which,and a s p a r t 
o f w h i c h , t h e y e x i s t i n a s o c i a l s e n s e . Any a n a l y s i s b a s e d 
on t h e a - p r i o r i a s s u m p t i o n o f s u c h a s e p a r a t i o n o f b a s e and 
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s u p e r s t r u c t u r e c a n o n l y be i m p o v e r i s h e d i n i t s r e s u l t s . 
I have made i t c l e a r t h u s f a r t h a t my b a s i c c r i t i c i s m 
of t h e t y p e of work r e p r e s e n t e d by D u v i g n a u d ' s 'The S o c i o l o g y 
of A r t ' , and Swingewood and L a w r o n s o n ' s 'The S o c i o l o g y o f 
L i t e r a t u r e ' , i s t h a t b o t h works a r e f u n d a m e n t a l l y u n s o c i o l o g i c a l . 
B o t h works a r e more works bj£ s o c i o l o g i s t s w r i t i n g about a r t 
or l i t e r a t u r e , t h a n s o c i o l o g i e s o f a r t or l i t e r a t u r e . 
R i c h a r d W o l l h e i m , an a e s t h e t i c i a n , h a s e n t e r e d t h i s f i e l d and 
a t t e m p t e d i n an a r t i c l e w r i t t e n , so t o s p e a k , from t h e ' o u t s i d e ' 
t o i d e n t i f y t h e t h r e e t y p e s o f e x p l a n a t i o n w h i c h he s e e s a s 
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p o s s i b l e w i t h i n s o c i o l o g y a s a p p l i e d t o a r t . H i s f i r s t 
t y p e i s ' c a u s a l ' , i n w h i c h c e r t a i n s o c i a l c o n d i t i o n s a r e s e e n 
a s i n some way c a u s i n g a p a r t i c u l a r work of a r t \ t h e s e c o n d 
i s ' e x p r e s s i v e ' , i n w h i c h a work o f a r t i s s e e n a s e x p r e s s i v e 
o f o r r e f l e c t i v e o f an age; and, l a s t l y , he s e e s ' a n e c d o t a l ' 
a s b e i n g an e x p l a n a t i o n w i t h i n w h i c h a p a r t i c u l a r work o f 
a r t i s s e e n a s b e i n g c a u s e d by a p a r t i c u l a r e v e n t or group 
o f e v e n t s , t h i s c o n n e c t i o n b e i n g d e m o n s t r a t e d by d e t a i l i n g t h e 
c h a i n of e v e n t s i n a common s e n s e and p a r t i c u l a r i s t i c way. 
W o l l h e i m a r g u e s t h a t t h e f i r s t two t y p e s o f e x p l a n a t i o n a r e 
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i n a d e q u a t e , and i n d i c a t e s t h a t he s e e s t h e t h i r d t y p e a s 
b e i n g t h e o n l y w o r k a b l e form o f s o c i o l o g i c a l e x p l a n a t i o n 
o f a r t . 
I t must be n o t e d t h a t W o l l h e i m , i n d i s c u s s i n g 
s o c i o l o g i c a l e x p l a n a t i o n s , i s r e f e r r i n g t o e x p l a n a t i o n s o f 
p a r t i c u l a r works of a r t , and not t o e x p l a n a t i o n s o f t y p e s 
of a r t j or s e t s o f a t t i t u d e s t o t y p e s o f a r t „ Tlie manner 
i n w h i c h Wollheim f r a m e s h i s q u e s t i o n s a s t o c a u s a l i t y i s , 
t h e r e f o r e , n o t s o c i o l o g i c a l i n t h e s e n s e n o r m a l l y u n d e r s t o o d , 
s i n c e s o c i o l o g y does not g e n e r a l l y e x p l a i n i n d i v i d u a l 
phenoraena,except i n s o f a r a s t h e y a r e t y p i c a l o f , o r 
i l l u s t r a t i v e o f , o r have c h a r a c t e r i s t i c s r e l a t e d t o , or 
s i g n i f i c a n t l y d i f f e r e n t f r o m , a more g e n e r a l t y p e , o r more 
g e n e r a l s e t of r e l a t i o n s , . 
E a r from t a l k i n g , t h e r e f o r e , about ' s o c i o l o g i c a l * 
e x p l a n a t i o n s , W ollheim i s t a l k i n g i n h i s a r t i c l e o f ' s o c i a l ' 
c a u s a t i o n of i n d i v i d u a l a r t o b j e c t s . F u r t h e r m o r e , h i s 
i n v o c a t i o n o f 'common s e n s e 1 a s b e i n g p a r t o f a n n e c d o t a l 
e x p l a n a t i o n i s p r o b l e m a t i c ; f o r common s e n s e i s t h e s t u f f 
o f t h e d a i l y news p r e s s and a n n e c d o t a l 'myth 1; t h e s o c i o l o g i 
h a s t o go b e h i n d t h e s c r e e n o f common s e n s e t o t h e c o n d i t i o n s 
and p r e c o n d i t i o n s f o r t h e i d e o l o g i e s and p r a c t i c e s 
i n v o l v e d i n art» Common s e n s e i s t h e s t u f f o f a s s e r t i o n , 
and not a n a l y s i s , and, a l w a y s , one must a s k , 'Whose 
common s e n s e ? ' , and, more i m p o r t a n t l y , "Upon whose e x p e r i e n c e 
i s t h i s common s e n s e b a s e d ? ' 
The H i s t o r i a n a s S o c i o l o g i s t 
W h i l e work by s o c i o l o g i s t s on a r t i s a s y e t 
both l i m i t e d i n q u a n t i t y and q u a l i t y , t h e r e does e x i s t a 
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body of work by h i s t o r i a n s t h a t i s s o c i o l o g i c a l . T h u s 
Andrew M a r t i n d a l e ' s 'The R i s e o f t h e A r t i s t i n t h e M i d d l e 
33 3*t A g e s ' and F r a n c i s H a s k i l l ' s ' P a t r o n s and P a i n t e r s ' 
or' M i c h a e l B a x a n d a l ' s ' P a i n t i n g and E x p e r i e n c e i n E i f t e e n t h 
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C e n t u r y I t a l y 1 a r e a l l sound e m p i r i c a l w o rks w h i c h 
p r o v i d e a n a l y s e s o f t h e r e a l h i s t o r i c a l s i t u a t i o n o f a r t 
and a r t i s t s . u c h works s h o u l d be c o m p u l s o r y r e a d i n g 
f o r any s o c i o l o g i s t ( o r a r t c r i t i c ) tempted t o make 
t r a n s - h i s t o r i c a l g e n e r a l i s a t i o n s about t h e n a t u r e o f a r t 
and a r t i s t i c e x p e r i e n c e , . 
I t i E not i n t e n d e d h e r e , however, t o p r a i s e 
h i s t o r i a n s a t t h e e xpense of s o c i o l o g i s t s . E o r i t i s t h e 
g e n e r a l i t y of h i s t o r i a n s d e a l i n g w i t h a r t who a r e t h e 
c r e a t o r s and l e g i t i m a t o r s o f t h a t p a r t i c u l a r narrow r e a d i n g . 
o f t h e h i s t o r y o f a r t w h i c h f o c u s s e s on t h e l i v e s and 
p r o d u c t i o n s of a few i n d i v i d u a l s , and w h i c h J o h n B e r g e r 
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i s s o r i g h t l y c r i t i c a l o f * G i v e n t h e r a n g e and number 
o f h i s t o r i a n s i t i s p e r h a p s more t h a n l i k e l y t h a t t h i s 
m i n o r i t y o f v e r y good works would be p r o d u c e d . T h e s o c i o l o g y 
o f a r t i s by c o n t r a s t c o m p a r a t i v e l y new. 
The ' I n v o l v e d V i s u a l C a m p a i g n e r s ' 
Wh i l e a l i m i t e d c o n c e r n w i t h a r t i s e v i d e n t 
among s o c i o l o g i s t s , and t h e w orks c i t e d above by h i s t o r i a n s 
do p r o v i d e a b a s i c e m p i r i c a l c o n t e x t and r e s o u r c e f o r t h i s 
t h e s i s , t h e p r i m a r y i n t e l l e c t u a l s e t t i n g o r t r a d i t i o n 
v / i t h i n w h i c h t h i s t h e s i s s h o u l d be s e e n , and from w h i c h 
i t d e v e l o p s , i s t h a t body of. work by t h o s e we may c a l l 
' i n v o l v e d v i s u a l c a m p a i g n e r s ' . 
The i n v o l v e d v i s u a l campaigners c a n be grouped 
3^ 
t o g e t h e r i n t h e s e n s e t h a t t h e i r w r i t i n g h a s r e s u l t e d 
from t h e i r h a v i n g a p a r t i c u l a r i s s u e t h e y w i s h t o 
p u b l i c i s e , a l t e r o r d i s p u t e . U s u a l l y t h e i s s u e w i l l 
c o n c e r n t h e n a t u r e o f a r t , or t h e i m p o r t a n c e of a p a r t i c u l a r 
group of a r t i s t s , o r the s i g n i f i c a n c e o f a p a r t i c u l a r way 
o f p r a c t i s i n g a r t . The work i s t h u s o f t e n p o l e m i c a l } 
b u t , i t i s t h i s v e r y s i t u a t i o n o u t s i d e m a i n s t r e a m academic: 
a r t h i s t o r y o r c r i t i c i s m t h a t h a s l e d some o f t h e s e w r i t e r s 
t o l o o k c r i t i c a l l y a t a r t and t o u n e a r t h i n f o r m a t i o n and 
p r e s e n t arguments l a r g e l y i g n o r e d w i t h i n t h e c o n f i n e s o f 
a c a d e m i c a r t s c h o l a r s h i p . 
H e r b e r t Read i s a w e l l known example of t h e 
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campaigner — w r i t e r . I would s u g g e s t t h a t i n h i s c a s e , 
however, i n c r e a s i n g d i s t a n c e i n time from h i s major o u t p u t 
h a s made i t c l e a r t h a t he r e a d h i s h i s t o r y a l i t t l e t o o 
c l o s e l y t o t h e purpose of h i s c a m p a i g n i n g . H i s i n f l u e n c e 
on t h i n k i n g about a r t and d e s i g n was n e v e r t h e l e s s immense, 
A more r e c e n t book of t h e 'campaigning* v a r i e t y 
i s 'Fads, F a k e s and F a n t a s i e s - t h e c r i s i s i n the a r t 
s c h o o l s and t h e c r i s i s i n a r t ' by S j o e r d Hannema. 
The book i s a p o l e m i c , and p e r h a p s s u f f e r s a t t i m e s from a 
s u p e r f i c i a l i t y r e s u l t i n g from t h e q u a n t i t y of i n f o r m a t i o n 
and r a n g e of i d e a s p u l l e d t o g e t h e r i n t h e argument. 
I f t h e r e i s a s u p e r f i c i a l i t y i n t h e work, however, I would 
s u g g e s t t h a t i t t o some e x t e n t i n h e r e n t i n any a t t e m p t 
t o s i t u a t e h i s t o r i c a l l y and s o c i o l o g i c a l l y t h e c o n v e n t i o n a l 
dogma of a r t , g i v e n t h a t t h e s o c i a l meaning and e x i s t e n c e 
of a r t i s bound up w i t h so many i n s t i t u t i o n s , i n t e r e s t s , 
h i s t o r i e s , c u l t u r e s , ways of t h i n k i n g , b e i n g e d u c a t e d 
and b e i n g c i v i l i s e d B 5 9 
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Haneraa's book was i n f a c t s e m i n a l i n my work on 
t h i s t h e s i s , s i n c e i t was h i s book ( p i c k e d up by chance i n 
a ' r e m a i n d e r ' bookshop) t h a t f i r s t i n d i c a t e d to me how, 
v i e w i n g a r t both h i s t o r i c a l l y and i n i t s c o n t e m p o r a r y 
form, one c o u l d a t t e m p t t o s t a n d o u t s i d e t h e s o c i a l 
r e l a t i o n s and i d e o l o g i e s which c o n s t i t u t e t h e c o n t e m p o r a r y 
a r t - w o r l d t and a n a l y s e i t a s a s p e c i f i c h i s t o r i c a l l y 
d e f i n e d s o c i a l f o r m a t i o n T h i s t h e s i s d e p a r t s i n many 
ways from Hanema's argument, and i s now t h e o r e t i c a l l y 
r o o t e d w i t h i n the form o f a n a l y s i s p r e s e n t e d by W i l l i a m 
M o r r i s i n t h e 1880's, but t h e i n i t i a l i m p e t u s and d i r e c t i o n 
d e r i v e s from Hanema 0 
B r u c e A l l s o p p - an a r c h i t e c t , w r i t e r , p a i n t e r 
and u n i v e r s i t y t e a c h e r - i s a n o t h e r example of a campai 
i n h i s w r i t i n g s . L i k e S j o e r d Hannema, he draws on a 
w e a l t h of m a t e r i a l r e l e v a n t t o t h e s o c i o l o g y of a r t i n h i s 
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book, *The F u t u r e of t h e A r t s ' . Of g r e a t e r v a l u e from 
him, however, i s h i s ' S t y l e i n t h e V i s u a l A r t s ' I n 
t h i s book he d e m o n s t r a t e s t h a t t h e c o n c e p t of s t y l e was 
o n l y i n t r o d u c e d i n t o t h e v i s u a l a r t s i n t h e l a t e e i g h t e e n t h 
c e n t u r y , h a v i n g been t o t a l l y a b s e n t p r i o r to t h e R e n a i s s a n c e , , 
T h i s i s an i m p o r t a n t p i e c e of work g i v e n t h e i m p o r t a n c e 
of ' s t y l e ' a s an a n a l y t i c c o n c e p t and means of c a t e g o r i s i n g 
work among a r t h i s t o r i a n s and c r i t i c s , and, p e r h a p s even 
more s i g n i f i c a n t l y , t h e e x t e n t t o w h i c h n o t i o n s o f s t y l e 
a r e dominant i n t h e ways i n w h i c h c o n t e m p o r a r y a r t i s t s 
t h i n k about and r e l a t e to t h e i r own work and t h e work o f 
o t h e r s • 
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One of t h e most p o w e r f u l works o f t h e ' c a m p a i g n i n g ' 
v a r i e t y i s 'The C u l t o f A r t 1 by J e a n G i m p e l . D e a l i n g 
w i t h t h e development of a r t a s a r e l i g i o n i n c a p i t a l i s t 
s o c i e t y t h e book i s " a h i s t o r i c a l j u s t i f i c a t i o n f o r h i s 
4-3 
. . . l o s s o f f a i t h " i n a r t . The j u s t i f i c a t i o n i s a l l 
t h e more p o w e r f u l b e c a u s e of G i m p e l ' s f o r m e r p o s i t i o n 
w i t h i n t h e a r t - w o r l d and h i s c o n s e q u e n t knowledge of a r t , 
G i m p e l b e i n g t h e son o f Rene" G i m p e l , t h e a r t d e a l e r , and 
t h e b r o t h e r of t h o s e who r u n t h e G i m p e l P i l s g a l l e r y i n 
London, Z u r i c h and New Y o r k , S i n c e 19^8 he h a s r e f u s e d 
t o have a work of a r t i n h i s h o u s e , and t h e book i s both 
s c h o l a r l y and i n c i s i v e i n a n a l y s i n g t h e c u l t o f a r t . 
C o n c l u s i o n s 
The p u r p o s e s o f t h i s t h e s i s would not be s e r v e d 
by f u r t h e r e x t e n d i n g t h i s r e v i e w o f t h e f i e l d . Major 
o m i s s i o n s a r e a p p a r e n t , a s w i t h , f o r example, any mention 
of t h e work of Raymond W i l l i a m s . I n so f a r a s h i s work 
d e a l s p r i m a r i l y w i t h l i t e r a r y c u l t u r e , however, h i s work i s 
not o f d i r e c t r e l e v a n c e t o t h i s s t u d y ; a l s o h i s o u t p u t 
i s a l r e a d y b e i n g c r i t i c a l l y r e - a s s e s s e d by o t h e r w r i t e r s . 
More o b v i o u s i s t h e o m i s s i o n of any comment on 
M a r x i s t work. A l a r g e p a r t o f M a r x i s t work on c u l t u r e i s , 
however, p r i m a r i l y c o n c e r n e d w i t h l i t e r a r y c u l t u r e - and 
t h e e x t e n s i o n of g e n e r a l i s a t i o n s b a s e d on t h e a n a l y s i s o f 
l i t e r a t u r e t o t h e f i e l d of t h e v i s u a l a r t s i s an a c t i v i t y 
t h a t h a s y e t t o be g i v e n a sound s c h o l a r l y j u s t i f i c a t i o n . 
Where M a r x i s t work i s r e l e v a n t t h e f i e l d i s 
v a s t and i n t r i c a t e . To p r e s e n t a s u r v e y of t h e s e w r i t e r s 
s i m p l y t o d e f i n e my own p o s i t i o n i n r e l a t i o n t o them ( o f t e n 
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n e g a t i v e l y ) would be w a s t e f u l of both t i m e and s p a c e , 
I p r o p o se, t h e r e f o r e , t o d e v o t e t h e b u l k o f t h e n e x t 
c h a p t e r t o t h e work of one M a r x i s t - W i l l i a m M o r r i s - and 
t o c i t e o t h e r M a r x i s t work where r e l e v a n t and s i g n i f i c a n t 
t h r o u g h o u t t h e t e x t . 
The t h e o r i s a t i o n o f the s o c i a l r e l a t i o n s o f a r t 
d e v e l o p e d by W i l l i a m M o r r i s , and p r e s e n t e d i n t h e f o l l o w i n g ; 
c h a p t e r , p r o v i d e s b o t h a b a s e from w h i c h t o d e v e l o p 
f u r t h e r a r guments, and a framework t o r e t u r n t o throughout, 
t h e s u c c e e d i n g c h a p t e r s . 
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C h a p t e r Two 
W i l l i a m M o r r i s , and t h e A n a l y s i s of t h e o f t h e S o c i a l 
R e l a t i o n s of A r t 
Marxism and A r t 
I n t h e l a s t few y e a r s t h e r e h a s been s o m e t h i n g 
o f a boom i n p u b l i c a t i o n s by M a r x i s t s on a r t ( a n d l i t e r a t u r e ) 
o r about Marx h i m s e l f and h i s t h e o r i e s , o r a l l e g e d t h e o r i e s , 
1 2 r e l a t i n g t o a r t . F r e d e r i c Jameson i n an i n t r o d u c t i o n 
t o ' M a r x i s t E s t h e t i c s ' by H e n r i A r v o n^ h a s a t t e m p t e d t o l o c a t e 
what c o u l d be c a l l e d a r e-emergence o f M a r x i s t work i n t h e s e 
a r e a s w i t h i n i t s h i s t o r i c a l c o n t e x t when he a r g u e d t h a t 
Such r e c e n t s c h o l a r s h i p a s t h a t o f A d o l f o S a n c h e z 
Vasquez and S t e f a n Morawski, a s w e l l a s t h e o l d e r 
p i o n e e r i n g s t u d i e s o f Marx's own e s t h e t i c v i e w s 
by George L u k a c s and M i k h a i l L i f s h i t z , have begun t o 
make c l e a r t h e e x t e n t to w h i c h the development o f 
M a r x i s t t h e o r y a f t e r t h e d e a t h of Marx was c r i p p l e d 
i n a l l domains by t h e r e f o r m i s t p r a c t i c e of the g r e a t 
l a b o u r p a r t i e s and t h e i n f l u e n c e of non or p r e - M a r x i s t : 
s c h o o l s of t h o u g h t s u c h a s p o s i t i v i s m or n e o - K a n t i a n i s m . 
I n b road E u r o p e a n t e r m s J a m e s j n may be r i g h t : b u t , 
w i t h i n t h e E n g l i s h c o n t e x t he o v e r l o o k s t h e work of W i l l i a m 
M o r r i s i n t h e 1880's and 1890's. I t i s t r u e , however, 
t h a t M o r r i s ' s p e r i o d a s a M a r x i s t a n a l y s t o f t h e s o c i a l 
r e l a t i o n s o f a r t f a l l s between t h e d e a t h of Marx, and t h e 
f i r s t s u c c e s s e s i n B r i t a i n o f a r e f o r m i s t l a b o u r p a r t y 
whose background i n Methodism and F a b i a n i s m was t o prove 
a n t a g o n i s t i c t o t h e development of a s t r o n g M a r x i s t c r i t i c a l 
t r a d i t i o n . Jameson's i n s i g h t i n t o t h e s t i f l i n g e f f e c t 
o f t h e g r e a t r e f o r m i s t l a b o u r p a r t i e s on M a r x i s t t h e o r y i s 
w o r t h n o t i n g , t h e r e f o r e , f o r i t i s i n p a r t t h e s u c c e s s 
i n p a r l i a m e n t a r y terms o f t h e B r i t i s h L abour P a r t y t h a t 
may e x p l a i n t h e n e g l e c t o f M o r r i s a s a major M a r x i s t 
t h e o r i s t . F o r , w h i l e t h e major 2 0 t h c e n t u r y a t t e m p t s a t 
a M a r x i s t a p p r o a c h t o a r t and l i t e r a t u r e have been i m p o r t e d 
i n t o E n g l a n d from the E u r o p e a n c o n t i n e n t , and from l a n g u a g e s 
i n t o w h i c h M o r r i s ' s work h a s not been t r a n s l a t e d , M o r r i s 
h i m s e l f h a s been, u n t i l r e c e n t y e a r s , i g n o r e d and f o r g o t t e n 
w i t h i n t h e B r i t i s h I s l e s a s an i m p o r t a n t M a r x i s t w r i t e r on 
a r t 
Marx h i m s e l f d i d not d e v e l o p what can be c a l l e d 
a ' M a r x i s t ' t h e o r i s a t i o n o f a r t . I n a s f a r a s he made any 
comments on a r t t h e y a r e o n l y p a s s i n g r e f e r e n c e s , o r comments 
a r i s i n g i n s i t u a t i o n s i n w h i c h he u s e s a d i s c u s s i o n o f 
a r t t o i l l u s t r a t e a p o i n t b e i n g made i n an argument 
c o n c e r n i n g a d i f f e r e n t s u b j e c t . Thus M o r r i s , i n d e v e l o p i n g 
a M a r x i s t c r i t i q u e of a r t , was v e r y much h a v i n g t o c o n s t r u c t 
t h i s h i m s e l f from h i s own e x p e r i e n c e s a s an a r t i s t - c r a f t s m a n ; 
from h i s u n d e r s t a n d i n g o f Marx; and from t h e i n t e l l e c t u a l 
t r a ' d i t i o n s c e n t e r i n g a r o u n d t h e G o t h i c r e v i v a l w h i c h he had 
a t one time had g r e a t hopes f o r . 
B e f o r e c o n s i d e r i n g t h e a n a l y s i s p r e s e n t e d by 
M o r r i s , however, i t w i l l be u s e f u l to examine one o f "Marx's 
l e n g t h i e s t s t a t e m e n t s on t h e v i s u a l a r t s , i f o n l y so a s t o 
be a b l e t o l a y t h a t g h o s t t o r e s t . 
Marx on A r t 
One of t h e most t h o r o u g h a c c o u n t s o f Marx's 
v i e w s on a r t i s c o n t a i n e d ! i n a book by M i k h a i l L i f s h i t z 
c a l l e d 'The P h i l o s o p h y o f A r t of K a r l Marx'. T h i s book, 
w h i l e e n t e r t a i n i n g and i n f o r m a t i v e on t h e l e v e l o f b i o g r a p h y , 
r e m a i n s i n c o n c l u s i v e a s a p r a c t i c a l t h e o r i s a t i o n o f t h e 
s o c i a l r e l a t i o n s o f a r t . U n l i k e many w r i t e r s , however, 
L i f s c h i t z does b r i n g f o r w a r d a w e a l t h o f m a t e r i a l i n 
a r g u i n g f o r h i s v i e w of what a M a r x i s t p h i l o s o p h y o f a r t 
would be. Too o f t e n the i d e a o f 'Marx on A r t ' b r i n g s 
t o mind o n l y s e l e c t e d p a s s a g e s i n 'The German I d e o l o g y ' , 
or a d e n s e l y w r i t t e n two pages from th e G r u n d r i s s e . 
I t i s t h i s l a t t e r p a s s a g e I i n t e n d t o c o n s i d e r 
h e r e , not o n l y b e c a u s e i t i s a l e n g t h y and o f t - c i t e d p a s s a g e , 
but b e c a u s e t h e p a s s a g e e n c a p s u l a t e s a s e r i e s o f m i s u n d e r s t a n d i n g s 
e n c o u n t e r e d i n b o t h M a r x i s t and g e n e r a l d i s c u s s i o n o f a r t , , 
L i f s c h i t z a r g u e s t h a t the p a s s a g e under d i s c u s s i o n shows t h a t 
t h e d o c t r i n e o f the h i s t o r i c a l l y - c o n d i t i o n e d c o n t r a d i c t i o n 
between a r t and s o c i e t y i s a s i n d i s p e n s i b l e an e l e ment 
of t h e M a r x i s t i n t e r p r e t a t i o n of t h e h i s t o r y of a r t 
a s i s t h e d o c t r i n e of t h e i r u n i t y . ( 7 ) 
t h i s s t a t e m e n t b e i n g , I w i l l a r g u e , a f u r t h e r e l a b o r a t i o n 
of t h e o r i g i n a l m i s u n d e r s t a n d i n g . 
I n t h e p a s s a g e Marx f i r s t p o s e s a problem: 
I n t h e c a s e o f t h e a r t s , i t i s w e l l known t h a t c e r t a i n 
p e r i o d s of t h e i r f l o v / e r i n g a r e out of a l l p r o p o r t i o n 
t o t h e g e n e r a l development of s o c i e t y , hence a l s o t o 
t h e m a t e r i a l f o u n d a t i o n s , t h e s k e l e t a l s t r u c t u r e a s i t 
were, of i t s o r g a n i s a t i o n . F o r example, t h e G r e e k s 
compared t o t h e moderns or a l s o S h a k e s p e a r e . (8) 
Marx r e s o l v e s t h i s problem t o h i s own s a t i s f a c t i o n by 
p o i n t i n g to t h e manner i n w h i c h d i f f e r e n t s o c i a l r e l a t i o n s 
p r o v i d e t h e p r e - c o n d i t i o n s f o r d i f f e r e n t s o r t s of m y t h o l o g i e s , 
i m a g i n a t i o n s , e t c . , and hence d i f f e r e n t s o c i a l r e l a t i o n s 
d e f i n e and d e l i m i t d i f f e r e n t p o s s i b i l i t i e s f o r a r t . 
R h e t o r i c a l l y Marx a s k s , t h e r e f o r e 
Do not the song and t h e s a g a and t h e muse n e c e s s a r i l y 
come t o an end w i t h the p r i n t e r ' s b a r , hence do not t h e 
n e c e s s a r y c o n d i t i o n s of e p i c p o e t r y v a n i s h ? ( 9 ) 
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H i e f e e l i n g t h a t he h a s s o l v e d t h e problem of t h e r e l a t i o n 
o f l e v e l s o f a r t i s t i c a t t a i n m e n t t o t h e development of 
s o c i e t y , however, o n l y l e a d s Marx on to a f u r t h e r problem; 
t h e d i f f i c u l t y l i e s not i n u n d e r s t a n d i n g t h a t t h e 
G reek a r t s and e p i c a r e bound up w i t h c e r t a i n forms o f 
s o c i a l d evelopment. The d i f f i c u l t y i s t h a t t h e y 
s t i l l a f f o r d us a r t i s t i c p l e a s u r e and t h a t i n a c e r t a i n 
r e s p e c t t h e y count a s a norm and a s an u n a t t a i n a b l e 
model. ( 1 0 ) 
Many would a c c e p t t h e v a l i d i t y o f t h i s problem 
a s posed; t h a t i s , would see i t a s a problem t o be s o c i o l o g i -
c a l l y e x p l a i n e d . Few would p e r h a p s f o l l o w Marx, however, 
i n t h e n e x t p a s s a g e , where he a t t e m p t s t o e x p l a i n away h i s 
problem t h r o u g h t h e use of a metaphor p i c t u r i n g s o c i e t a l 
development a s b e i n g a k i n t o t h a t o f a human b e i n g from 
c h i l d h o o d t o a d u l t h o o d ; t h u s 
A man c a n n o t become a c h i l d a g a i n , or he becomes 
c h i l d i s h . But does he not f i n d j o y i n t h e c h i l d ' s 
n a i v e t y , and must he h i m s e l f not s t r i v e t o r e p r o d u c e 
i t s t r u t h a t a h i g h e r s t a g e ? Does not t h e t r u e 
c h a r a c t e r of e a c h epoch come a l i v e i n t h e n a t u r e of 
i t s c h i l d r e n ? Why s h o u l d not t h e h i s t o r i c c h i l d h o o d 
o f humanity, i t s most b e a u t i f u l u n f o l d i n g , a s a s t a g e 
n e v e r t o r e t u r n , e x e r c i s e an e t e r n a l charm? . . . . . 
The G r e e k s were normal c h i l d r e n . The charm of t h e i r 
a r t f o r us i s not i n c o n t r a d i c t i o n t o t h e u n d e r d e v e l o p e d 
s t a g e of s o c i e t y on w hich i t grew. / J ^ J i s i t s 
r e s u l t , r a t h e r , and i s i n e x t r i c a b l y bound up, r a t h e r , 
v/ i t h t h e f a c t t h a t t h e u n r i p e s o c i a l c o n d i t i o n s under 
w h i c h i t a r o s e , and c o u l d a l o n e a r i s e , c a n n e v e r 
r e t u r n . ( 1 1 ) 
The G r u n d r i s s e a s a whole i s a s t r o n g l y a r g u e d 
d r a f t a n a l y s i s o f c a p i t a l i s t and p r e - c a p i t a l i s t modes of 
p r o d u c t i o n : t h i s p a s s a g e , however, i s o n l y an a s i d e , and 
a M a r x i a n a e s t h e t i c does not f o l l o w from two pages of w r i t i ng 
on a s u b j e c t not c e n t r a l t o Marx's theme. More i m p o r t a n t l y , 
l e s t we c o n t i n u e t o t a k e too s e r i o u s l y Marx's p o s i n g of t h e 
'problem' of t h e e t e r n a l v a l u e of G r e e k a r t " a s a norm and 
an u n a t t a i n a b l e model" t h e s e r e m a r k s s h o u l d be s i t u a t e d i n 
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t h e c o n t e x t of t h e m i d - n i n e t e e n t h c e n t u r y , when he w r o t e 
them. F o r , w h i l e t h e R e n a i s s a n c e t r a d i t i o n , w i t h i n w h i c h 
t h e c l a s s i c a l r e p r e s e n t e d an i d e a l , was s t i l l v e r y much 
a l i v e (and a c c e p t e d by Marx) i t was a l r e a d y b e i n g c h a l l e n g e d 
by t h e P r e - R a p h a e l i t e B r o t h e r h o o d and t h e G o t h i c r e v i v a l 
i n E n g l a n d , and, w i t h i n b o t h g e n e r a l e d u c a t i o n and i n a r t 
e d u c a t i o n was l a r g e l y t o d i e out w i t h i n t h e n e x t t h r e e - q u a r t e r s 
o f a c e n t u r y . G r e e k a r t no l o n g e r h o l d s t h a t p r i v i l e g e d 
p o s i t i o n w i t h i n t h e range of w o r l d s c u l p t u r e , p a i n t i n g and 
d e c o r a t i v e p r o d u c t i o n s t h a t , t o a m i d - n i n e t e e n t h c e n t u r y 
e d u c a t e d W e s t e r n e r , seemed n a t u r a l . E q u a l l y now t h i n k e r s 
i n t h e west have become aware t h a t G r e e c e i s not t h e 
" h i s t o r i c c h i l d h o o d of humanity", however g r e a t i t s i m p o r t a n c e 
w i t h i n t h e i n t e l l e c t u a l development of W e s t e r n E u r o p e , 
The P a s t a s P a r t of the P r e s e n t 
L e a v i n g G r e e k a r t a s i d e , i t c o u l d be a r g u e d t h a t 
t h e 'problem' o f a r t r e m a i n s a s posed by Marx; t h a t i s , 
a r t does appear t o b r e a k t h e bounds of t i m e or p l a c e , and 
evoke a r e s p o n s e when the s o c i a l c o n d i t i o n s under w h i c h i t 
was produced and u s e d have gone,. I n t h i s s e n s e i t c o u l d 
be a r g u e d t h a t a d i s t i n g u i s h i n g c h a r a c t e r i s t i c o f t h a t w h i c h 
i s a r t i s i t s c o m m u n i c a t i v e power o u t s i d e i t s o r i g i n a l 
s o c i a l c o n t e x t o 
I would s u g g e s t , hov/ever, t h a t where t h e r e i s 
s u c h a r e s p o n s e , i t i s not s o m e t h i n g p e c u l i a r t o a r t . The 
r e s p o n s e , f o r i n s t a n c e , t o a p a i n t i n g on t h e w a l l o f a 
Pompeian house i s n e i t h e r more nor l e s s t r a n s - h i s t o r i c a l 
t h a n the r e s p o n s e t o t h e o t h e r m a t e r i a l e v i d e n c e f o r t h e 
e x i s t e n c e of P ompeii as a w o r k i n g s o c i a l s y s t e m . And, of 
a l l t h e m a t e r i a l r e m a i n s o f P o m p e i i , p e r h a p s t h e most 
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r e s p o n s e - p r o v o k i n g would be t h e a r c h a e o l o g i s t ' s p l a s t e r 
c a s t s o f t h e s p a c e s l e f t i n t h e com p r e s s e d V e s u v i a n d e b r i s 
by human b o d i e s t h a t have s i n c e d e c a y e d : t h e c a s t e x h i b i t s 
i n e v e r y d e t a i l of body, e x p r e s s i o n and c l o t h i n g t h a t 
p e r s o n a t t h e moment of d e a t h . I would s u g g e s t t h a t 
t h e r e s p o n s e t o the m a t e r i a l r e m a i n s o f a p a s t s o c i e t y i s , 
t h e r e f o r e , o f t e n s i m p l y a t t h e l e v e l o f r e c o g n i t i o n t h a t 
' t h e y ' were ' l i k e u s ' ; human b e i n g s d e s p i t e t h e i r 
d i f f e r e n c e s . From o b s e r v i n g v i s i t o r s t o museums and 
a n c i e n t s i t e s t h e r e would seem no grounds f o r a t t r i b u t i n g 
t o t h a t w h i c h i n post R e n a i s s a n c e t e r m s i s c a l l e d a r t any 
power of t r a n s - h i s t o r i c a l and t r a n s - s o c i e t a l c o m m u n i c a t i o n 
p e c u l i a r t o a r t a l o n e . 
The demise of the a t t i t u d e o f v e n e r a t i o n t o w a r d s 
t h e G r e e k i d e a l , and t h e demise o f t h e 18th and e a r l y 
19th c e n t u r y contempt f o r t h e p r e - R e n a i s s a n c e i l l u s t r a t e s 
t h e s e n s e i n w h i c h t h a t w h i c h 'communicates' a c r o s s 
time does so v e r y much w i t h i n t h e t e r m s and d e f i n i t i o n s 
s e t by t h e modern s o c i e t y , and not w i t h i n t h e t e r m s o f t h e 
padt s o c i e t y . And, on t h e broad l e v e l , any v i s i t o r t o t h e 
r u i n o f an a n c i e n t c i t y w i l l f i n d a v a r i e t y o f r e s p o n s e s 
t o i t among o t h e r v i s i t o r s ; t h e s e w i l l r a n g e from t h e 
r e s p o n s e t o t h e r o m a n t i c c h a r a c t e r o f a r u i n ( v e r y much a 
l a t e e i g h t e e n t h and n i n e t e e n t h c e n t u r y a t t i t u d e ) t o t h e 
a p p r o a c h o f the s c h o l a r s t u d y i n g t h e m a t e r i a l p r o d u c t s o f 
a p a r t i c u l a r s o c i e t y ( a l a t e e i g h t e e n t h , n i n e t e e n t h and 
t w e n t i e t h c e n t u r y a t t i t u d e ) t o t h e a t t i t u d e o f t h e modern 
' d a y - t r i p p e r ' out t o e n j o y h i m s e l f i n a t o u r i s t c e n t r e t h a t ; 
i s an o l d r u i n e d c i t y , a s opposed t o b e i n g a s e a s i d e b e a c h 
or a zoo. 
I t i s , t h e r e f o r e , b e i n g a r g u e d h e r e t h a t t h e r e s p o n s e 
t o t h e p a s t ( b o t h i t s a r t and o t h e r p r o d u c t i o n s ) must be 
u n d e r s t o o d i n terms o f t h e s o c i a l r e l a t i o n s and p r a c t i c e s 
o f t h e p r e s e n t . And, w i t h i n our p r e s e n t s o c i e t y , any 
p r i v i l e g e d p o s i t i o n g i v e n to a r t , and, w i t h i n a r t , t o 
d i f f e r e n t s t y l e s o r t y p e s of a r t , must be a c c o u n t e d f o r i n 
t e r m s o f t h e s o c i a l r e l a t i o n s o f t h e p r e s e n t and t h e h i s t o r i c a l 
d e t e r m i n a t i o n and development o f t h o s e relations» 
Marx was r i g h t , i n t h e p a s s a g e s c i t e d e a r l i e r , 
t o n o t e t h e s e n s e i n w h i c h d i f f e r i n g ^ t e c h n o l o g i e s and 
s o c i a l s y s t e m s make d i f f e r i n g m y t h o l o g i e s and i m a g i n a t i o n s 
p o s s i b l e or i m p o s s i b l e : he was not r i g h t , however i n 
a s s u m i n g a r t to be a ' g i v e n ' o u t s i d e s o c i e t y and t i m e , and 
h i s a t t i t u d e t o t h e q u a l i t i e s and t y p e s of a r t was, I 
have i n d i c a t e d , t h a t c h a r a c t e r i s t i c o f many w e s t e r n e d u c a t e d 
men o f h i s t i m e . F u r t h e r m o r e , t h e s e n s e i n w h i c h Marx 
c o n c e p t u a l l y s e p a r a t e s ' a r t ' from ' s o c i e t y ' , a s i n 
I n t h e c a s e o f the a r t s , i t i s w e l l known t h a t c e r t a i n 
p e r i o d s o f t h e i r f l o w e r i n g a r e out of a l l p r o p o r t i o n 
t o t h e g e n e r a l development of s o c i e t y . . . . ( 8 ) 
i s , I w i l l be a r g u i n g , h i g h l y p r o b l e m a t i c , f o r i t p r e s u p p o s e s 
t h a t a r t a s a phenomenon h a s c e r t a i n d e f i n i t e and g e n e r a l 
c h a r a c t e r i s t i c s a b s e n t i n o t h e r forms of p r o d u c t i o n . 
- I t i s t h i s s o r t o f a s s u m p t i o n i n p a r t i c u l a r t h a t W i l l i a m 
M o r r i s was to c h a l l e n g e from a M a r x i s t s t a n d p o i n t . 
Our r e a s o n s f o r h a v i n g d i s c u s s e d Marx 
We have p e r h a p s g i v e n an o v e r - e x t e n s i v e t r e a t m e n t : 
t o a p a s s a g e by Marx w h i c h he w r o t e o n l y a s an a s i d e , and 
not e v e n f o r p u b l i c a t i o n . I t i s sometimes n e c e s s a r y , 
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however, t o d e a l a t l e n g t h w i t h s u c h a p a s s a g e , not o n l y 
b e c a u s e t h r o u g h commentary upon i t o t h e r p o i n t s c a n be made 
r e l e v a n t t o our c e n t r a l arguments, but b e c a u s e s u c h p a s s a g e s 
a r e f r e q u e n t l y used a s s o u r c e s of l e g i t i m a t i o n f o r t h e i r 
i d e a s by o t h e r w r i t e r s ; t h u s e v e n a n o n - M a r x i s t w i l l 
i n v o k e s u c h a p a s s a g e t o g i v e w e i g h t t o h i s own i d e a s , and, 
b e c a u s e i t i s i n t h i s c a s e Marx t h a t i s b e i n g c i t e d , t o g i v e 
a l s o a t o u c h of r a d i c a l i s m t o t h e argument. 
W i l l i a m M o r r i s , by c o n t r a s t , i s not a t h i n k e r 
whose work i s g e n e r a l l y c i t e d i n s o c i a l - s c i e n t i f i c d i s c u s s i o n s 
o f a r t or i d e o l o g y , and, d e s p i t e t h e q u a n t i t y o f m a t e r i a l 
by a n d about M o r r i s , t h e c o h e r e n c e of h i s a n a l y s i s o f a r t 
and work a s a M a r x i s t a n a l y s t i s not w i d e l y r e a l i s e d . 
The r e m a i n d e r of t h i s c h a p t e r w i l l t h e r e f o r e be d e v o t e d 
t o an e x a m i n a t i o n o f M o r r i s ' s v i e w s . 
R e a s o n s f o r c i t i n g M o r r i s i n t h i s t h e s i s 
W i l l i a m M o r r i s l i v e d from l 8 j 4 t i l l 1896. He d i d 
not become i n v o l v e d i n p o l i t i c a l work t i l l t h e l a t e 
1870's; he became a M a r x i s t - s o c i a l i s e i n t h e 1880's. As 
an a r t i s t - c r a f t s m a n he had e x p e r i e n c e d t h e problems and 
c o n t r a d i c t i o n s of b e i n g workman, d e s i g n e r and a r t i s t , and 
he was v e r y ai-mre o f how i n d u s t r i a l c a p i t a l i s m not o n l y 
d e v a s t a t e d t h e e n v i r o n m e n t , b u t , more i m p o r t a n t l y , dehumanised ; 
p e o p l e . 
M o r r i s ' s M a r x i s t a n a l y s i s o f a r t i s , t h e r e f o r e , 
( a ) t h e p r o d u c t o f h i s own complex l i f e - e x p e r i e n c e : 
( b ) v/as made p o s s i b l e by a p a r t i c u l a r j u n c t u r e o f h i s t o r i c a l 
e v e n t s . We c o u l d , t h e r e f o r e , go on to g i v e an e l a b o r a t e 
a n s w e r t o t h e q u e s t i o n , 'Why d i d M o r r i s produce t h e s o r t 
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o f a n a l y s i s he d i d when he d i d ? • 
I c annot e m p h a s i s e too s t r o n g l y , t h e r e f o r e , t h a t 
t h i s i s i n no s e n s e what I am d o i n g . D e s p i t e t h e f a c t t h a t . 
M o r r i s ' s l e c t u r e s and s o c i a l i s m a r e i n p a r t a r e a c t i o n t o 
t h e e v e n t s I d e s c r i b e i n c h a p t e r F i v e , my i n c l u s i o n 
o f a c o n s i d e r a t i o n of M o r r i s i n t h i s t h e s i s i i s not on a c c o u n t 
o f h i s s i g n i f i c a n c e i n t h e n i n e t e e n t h c e n t u r y a s a d e s i g n e r , 
a c r a f t s m a n , or an a c t i v e p o l i t i c a l f i g u r e . 
I . am t r e a t i n g M o r r i s , r a t h e r , a s a s o c i a l t h e o r i s t . 
I am s e e k i n g t o g i v e a c o n c i s e e x p o s i t i o n of h i s t h e o r i e s : an 
e x p o s i t i o n w h i c h I s h a l l t h e n examine f o r ( a ) t h e c o h e r e n c e 
o f h i s t h e o r y ; ( b ) t h e e x p l a n a t o r y v a l u e of h i s t h e o r y . 
A t h e o r y s t a n d s or f a l l s a c c o r d i n g t o i t s s u c c e s s 
a s a t h e o r y ; not a c c o r d i n g t o v/ho produced i t or why. T h u s , 
w h i l e I s h a l l i n c l u d e some m i n i m a l b i o g r a p h i c a l d e t a i l s 
on M o r r i s , and s h a l l c o n s i d e r v/hy and how h i s work h a s been 
m i s - r e p r e s e n t e d , I am i n c l u d i n g an a c c o u n t of h i s a n a l y s i s 
( a ) b e c a u s e I c o n s i d e r i t the most r a d i c a l and i n c i s i v e 
t h e o r i s a t i o n o f a r t and s o c i e t y y e t produced; ( b ) b e c a u s e 
I b e l i e v e t h a t M o r r i s ' s a n a l y s i s o f a r t p r o v i d e s t h e fundam-
e n t a l s t a r t i n g p o i n t f o r any c o n s i d e r a t i o n o f t h e s o c i a l 
c o n s t r u c t i o n of a r t j ( c ) b e c a u s e 1 c o n s i d e r t h a t M o r r i s ' s 
a n a l y s i s o f t h e d i v i s i o n o f l a b o u r a s i t a f f e c t s a r t , 
d e s i g n and work^has a f u n d a m e n t a l b e a r i n g on t h e p r e s e n t 
p o s i t i o n of t h e a r t i s t , c r a f t s m a n and d e s i g n e r - and t h u s 
on t h e m a t e r i a l I s h a l l examine i n the l a t t e r s e c t i o n s of 
P a r t F i v e of t h i s t h e s i s . 
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C u r r e n t M i s - r e p r e s e n t a t i o n s of M o r r i s 
T h a t M o r r i s was a 'many-sided' man i s b o t h a 
c l i c h e and t h e b a s i s f o r t h e v a r i e t y o f c o n t r a d i c t o r y 
a s s e s s m e n t s o f h i s thought and propaganda. He was a 
" d e s i g n e r , c r a f t s m a n , p r i n t e r , p i o n e e r , s o c i a l i s t , d r e a m e r " 
and " r o b u s t and g e n erous p e r s o n a l i t y " and a man of 
" e x t r a o r d i n a r y v i t a l i t y " , " c r e a t i v e c o n c e n t r a t i o n " and 
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" c o u r a g e " . Whether a l l of t h e s e d e s c r i p t i o n s a r e t r u e 
i s not our purpose t o d i s c u s s h e r e ; t h e p o i n t i s t h a t t h e 
p o s s i b i l i t y o f t r e a t i n g d i f f e r e n t f a c e t s a s s e p a r a t e c a n 
l e a d and h a s l e d t o a m i s r e p r e s e n t i n g of e a c h . T h i s has 
f o l l o w e d p a r t i c u l a r l y i n r e l a t i o n t o h i s v i e w s on and 
p r a c t i c e o f a r t and c r a f t . 
M o r r i s ' s c a r e e r a s a l e c t u r e r on a r t and c r a f t 
from th e l a t e 1870's to h i s d e a t h c o i n c i d e s w i t h t h e p e r i o d 
i n h i s l i f e when he was moving from L i b e r a l i s m t o a f u l l 
s o c i a l i s t p o s i t i o n , and, w h i l e h i s becoming a s o c i a l i s t 
grew i n p a r t from h i s e x p e r i e n c e a s an a r t i s t - c r a f t s m a n , 
h i s v i e w s on a r t and c r a f t , a s e x p r e s s e d most c o h e r e n t l y 
i n h i s l e c t u r e s , and f r a g m e n t a r i l y i n l e t t e r s o f t h e same 
p e r i o d , a r e o n l y c o m p r e h e n s i b l e w i t h i n t h e c o n t e x t of h i s 
w i d e r s o c i a l i s t programme - a s he makes a b u n d a n t l y c l e a r . 
I t t h e r e f o r e f o l l o w s t h a t any a s s e s s m e n t of h i s s t a t e m e n t s 
on a r t and c r a f t , and h i s programme f o r t h e a r t s and c r a f t s , 
v/hich l e a v e s a s i d e h i s a n a l y s i s of c a p i t a l i s m and s o c i a l i s m 
i s bound not o n l y t o m i s s t h e p o i n t , but t o judge h i s 
programme a s b e i n g f a u l t y and i n a p p l i c a b l e t o t h e w o r l d we 
l i v e i n . Y e t a g a i n , any a s s e s s m e n t o f M o r r i s b a s e d on 
judgements o f what he h i m s e l f produced a s a c r a f t s m a n , and 
r e l a t i n g t h i s o n l y t o h i s g e n e r a l s t a t e m e n t s on a r t , may-
v e r y j u s t i f i a b l y f i n d h i s a p p r o a c h a r c h a i c and i m p r a c t i c a l = 
and w i t h t h e l a t t e r judgement M o r r i s h i m s e l f would p r o b a b l y 
have a g r e e d . 
T h e r e i s a f u r t h e r i n g r e d i e n t i n t h e m i s - r e p r e s e n t -
a t i o n o f M o r r i s ' s a n a l y s i s , stemming s i m p l y from t h e 
i n s t i t u t i o n a l i s a t i o n of l e a r n i n g v / i t h i n d i s c r e t e d i s c i p l i n e s 
i n s c h o o l s and u n i v e r s i t i e s . A r t s c h o o l s h a v e , u n t i l 
c o m p a r a t i v e l y r e c e n t l y , been housed and r u n a s e d u c a t i o n a l 
u n i t s s e p a r a t e from t h e r e s t o f h i g h e r e d u c a t i o n . Meanwhile 
a r t h i s t o r y has been t a u g h t s e p a r a t e l y from p r a c t i c a l a r t , 
and o n l y i n a m i n o r i t y o f B r i t i s h u n i v e r s i t i e s . T h i r d l y , 
E n g l i s h l i t e r a t u r e a s a d i s c i p l i n e became a v e r y p o w e r f u l 
and c e n t r a l p a r t o f s e c o n d a r y and f u r t h e r e d u c a t i o n , and 
was c h a r a c t e r i s e d by a c o n c e n t r a t i o n on t h e t e x t , and t h e 
h i s t o r y o f E n g l i s h l i t e r a t u r e and movements w i t h i n t h a t a s 
d e d u c i b l e from t h e t e x t s and from a l i m i t e d s t u d y o f t h e 
b i o g r a p h i e s o f t h e a u t h o r s , c o n c e n t r a t i n g on thera a s 
a u t h o r s , i . e . , a s l i t e r a r y men. Thus, i n t e r m s o f t h e 
g e n e r a l p r e s e n t a t i o n o f ' c u l t u r e ' i n t h e B r i t i s h e d u c a t i o n a l 
s y s t e m M o r r i s h a s tended t o f i g u r e , where he was t o u c h e d 
on a t a l l , "as t h e w r i t e r of f a i r y t a l e s , romances, and some 
minor p o e t r y ~ a l l w i t h s t r o n g m e d i e v a l i s t o v e r t o n e s . 
T h i s e x p e r i e n c e of h i s m e d i e v a l i s m e x i s t s , t h e r e f o r e , 
a s a s t r o n g r e i n f o r c e r o f any jud.gement of M o r r i s t h a t , 
t h r o u g h a s u p e r f i c i a l c o n t a c t , d i s m i s s e s him a s i m p r a c t i c a l 
and a r c h a i c . 
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S h o r t l y we s h a l l be e x a m i n i n g M o r r i s ' s own 
s t a t e m e n t s on a r t , s o c i a l i s m , and t h e d i v i s i o n of l a b o u r . 
I m m e d i a t e l y , however, I s h a l l p r e s e n t a few examples of t h e 
ways i n w h i c h M o r r i s has been m i s - r e p r e s e n t e d , t h r o u g h a u t h o r s 
o m i t t i n g t o p l a c e h i s p r a c t i c e and t h e o r y of a r t and c r a f t 
i n t h e c o n t e x t o f h i s s o c i a l i s t c r i t i q u e o f c a p i t a l i s m * 
I l l u s t r a t i o n s o f m i s - r e p r e s e n t a t i o n 
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G i l l i a n N a y l o r , i n a book on t h e Bauhaus, 
r i g h t l y m e n t i o n s th e i m p o r t a n c e of M o r r i s a s a p r e c u r s o r o f 
t h e Bauhaus e x p e r i m e n t ; however, M o r r i s i s s a i d t o have 
" l o a t h e d t h e v a l u e s o f t h e steam a g e " and h i s c o n d e m n t a t i o n 
i s s a i d t o have been "backed by a h i g h l y d e v e l o p e d S O C X cl 1 
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c o n s c i e n c e . " TJius 'steam age ' i s s u b s t i t u t e d f o r M o r r i s ' s 
more g e n e r a l u s e of t h e t e r m s ' c o m m e r c i a l i s m 1 and ' c a p i t a l i s m 8 , 
and ' s o c i a l c o n s c i e n c e ' i s s u b s t i t u t e d f o r ' s o c i a l i s t c r i t i q u e 1 , 
M o r r i s i s t h e n p a r a p h r a s e d a s s a y i n g 
N o t h i n g of v a l u e c o u l d be produced by m a c h i n e r y , 
s i n c e mass p r o d u c t i o n b rought w i t h i t mass d e g r a d a t i o n . 
Such a m i s - r e p r e s e n t a t i o n o f M o r r i s f o l l o w s d i r e c t l y from 
c o n s i d e r i n g h i s a r t i s t i c s t a t e m e n t s o u t s i d e h i s s o c i a l i s t 
a n a l y s i s * As M o r r i s h i m s e l f p o i n t e d o u t , 
I t i s not t h i s o r t h a t t a n g i b l e \ ; s t e e l and b r a s s 
machine which, v/e want t o g e t r i d o f , but t h e g r e a t 
i n t a n g i b l e machine of c o m m e r c i a l t y r a n n y v/hich o p r e s s e s 
t h e l i v e s o f a l l of u s . (15) 
I t was n o t , t h u s , m a c h i n e r y , t h a t M o r r i s opposed ( a s s t a t e d 
by N a y l o r ) , but m a c h i n e r y a s employed t o e x p l o i t f u r t h e r 
t h o s e who o p e r a t e d t h e m a c h i n e r y => who s e r v e d r a t h e r t h a n 
c o n t r o l l e d . 
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G e o f f r e y Warren, i n a book on A r t Nouveau 
t r e a t s M o r r i s i n a s i m i l a r v e i n , but, i n h i s c a s e t h e 
e v i d e n c e t h a t he h a s not r e a d M o r r i s i s r a t h e r more s t r i k i n g * 
M o r r i s i s s a i d by Warren not t o have r e a l i s e d t h a t 
hand-made p r o d u c t s would be f a r too e x p e n s i v e f o r t h e 
masses, who, under i n c r e a s i n g i n d u s t r i a l i s a t i o n were 
becoming even p o o r e r . He d i d not a p p r e c i a t e t h a t 
V i c t o r i a n s o c i e t y was i n no way c o m p a r a b l e to t h e M e d i e v a l 
one. S i n c e r e a s he was, h i s v i s i o n was doomed t o 
f a i l u r e . (17) 
I t i s p e r h a p s not t h a t commonly a p p r e c i a t e d t h a t M o r r i s 
was o n l y too w e l l aware o f t h e p r i c e o f h i s goods, b u t , 
no e x c u s e can be o f f e r e d f o r s u g g e s t i n g t h a t he was 
c o n f u s e d a s t o w h i c h e r a i n h i s t o r y he l i v e d i n . W h i l e 
Warren's s t a t e m e n t on M o r r i s ( a b o v e ) i s i n many ways so 
i n a c c u r a t e and b a n a l t h a t i t d e s e r v e s no s e r i o u s t r e a t m e n t . 
a t a l l , i t i s w o r t h n o t i n g t h e way i n w h i c h i n t h e l a s t 
s e n t e n c e quoted M o r r i s i s summed up a s ' s i n c e r e ' , p o s s e s s i n g 
• v i s i o n ' , and b e i n g a doomed ' f a i l u r e ' . Many w r i t e r s 
more s o p h i s t i c a t e d t h a n Warren manage t o a v o i d c o n f r o n t i n g 
M o r r i s ' s i n t e l l e c t u a l s t r e n g t h and i n c i s i v e n e s s t h r o u g h 
a s i m i l a r u se o f p a t r o n i s i n g p h r a s e s - s t r e s s i n g how n i c e 
he was, and r e g r e t t i n g t h a t s u c h a v i s i o n a r y s h o u l d be 
a l s o , a l a s , s u c h a f o o l i n p r a c t i c a l m a t t e r s . 
Both Warren and N a y l o r a r e w r i t i n g about movements 
f o l l o w i n g on d i r e c t l y from M o r r i s ' s l i f e t i m e , and i n many 
ways i n f l u e n c e d by t h e A r t and C r a f t s Movement. T h e r e i s 
t h u s l i t t l e e x c u s e f o r m i s u n d e r s t a n d i n g s . As a g e n e r a l 
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h i s t o r i a n of a r t Erns t Gombrich ' r e i n f o r c e s t h e i m p r a c t i c a l 
and h o p e l e s s l y r o m a n t i c i m p r e s s i o n g i v e n of M o r r i s when he 
mentions ( i n p a s s i n g ) t h a t 
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R u s k i n and M o r r i s had s t i l l hoped t h a t t h e r e g e n e r a t i o n 
of a r t c o u l d be brought about by a r e t u r n t o m e d i e v a l 
c o n d i t i o n s (18) 
And Gombrich adds t h a t "many a r t i s t s saw t h a t t h i s was an 
i m p o s s i b i l i t y " . One might add t h a t , a s i t happens, M o r r i s 
was c e r t a i n l y one of t h e s e , 
A p e r h a p s more d e v a s t a t i n g and c l o s e l y a r g u e d 
c r i t i q u e of M o r r i s was p r e s e n t e d by H e r b e r t Read i n 'Art 
and I n d u s t r y * (195^)» - a c r i t i q u e w h i c h , however, r e s t s 
on t h e same s e p a r a t i o n o f M o r r i s ' s s o c i a l i s m and a n a l y s i s 
o f c a p i t a l i s m from h i s a n a l y s i s o f a r t , c r a f t and design,, 
F o r Read M o r r i s ' s a p p r o a c h was " e x t e r n a l , d i l e t t e n t e " , 
and i t i s s i g n i f i c a n t , so Read s u g g e s t s , t h a t M o r r i s v/as 
b orn of w e a l t h y p a r e n t s and went t o M a r l b o r o u g h and O x f o r d , 
"remote from s c e n e s of i n d u s t r y s u c h a s t h o s e i n w h i c h 
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Wedgewood had h i s u p b r i n g i n g , i' 
M o r r i s ' s p a r e n t a l background and e d u c a t i o n have 
o f c o u r s e no b e a r i n g on t h e v i a b i l i t y o r o t h e r w i s e o f h i s 
t h e o r i s a t i o n of a r t and s o c i e t y . A p e r s o n s b i o g r a p h y may 
e x p l a i n why a p e r s o n came to t h i n k i n a p a r t i c u l a r way: i t 
h a s no b e a r i n g w h a t s o e v e r on t h e e f f e c t i v e n e s s or o t h e r w i s e 
of h i s t h o u g h t s o A p h y s i c i s t would c e r t a i n l y be s u p r i s e d 
were he t o l d t h a t a major drawback i n E i n s t e i n ' s work 
was h i s p a r e n t a l background and e d u c a t i o n : i n t h e f i e l d 
o f s o c i a l and a e s t h e t i c t h e o r y , however, s u c h t a c t i c s o f 
d i s m i s s a l a r e sometimes employed. 
Read goes on t o p o i n t out t h a t R u s k i n ' s ' S t o n e s 
o f V e n i c e ' was p u b l i s h e d d u r i n g M o r r i s ' s f i r s t y e a r a t O x f o r d . 
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Head s u g g e s t s i n c o n n e c t i o n w i t h t h i s t h a t 
When we have t r a c e d t h e w o r k i n g s o f R u s k i n ' s d o c t r i n e s 
i n t h e r o b u s t e r mind and frame o f M o r r i s , we have 
e x p l a i n e d t h e g e n e r a l c o u r s e o f h i s l i f e ; any d i f f e r e n c e s 
a r e t e m p e r a m e n t a l , not i n t e l l e c t u a l . (20) 
T h i s a m a l g a m a t i o n o f R u s k i n and M o r r i s , i f p r a c t i s e d i n t h e 
r e a d i n g o f t h e i r two h i s t o r i e s , would a t t h e l e a s t make 
t h e a c t i o n s and t h o u g h t s o f the two men w i l d l y c o n f u s i n g . 
U n l i k e many o t h e r w r i t e r s , Read i s aware t h a t i t 
i s t h e t r e a t i n g o f M o r r i s a s 'poet*, ' c r a f t s m a n ' and 
• s o c i a l i s t ' , i n t h r e e s e p a r a t e c a t e g o r i e s j t h a t b r e a k s down 
t h e " f u n d a m e n t a l u n i t y of t h e man" and t h e r e f o r e l e a d s t o 
m i s r e p r e s e n t a t i o n s . S w i n g i n g o f f a t a t a n g e n t , however, 
Read t h e n f o l l o w s t h i s by s u g g e s t i n g t h a t p e r h a p s M o r r i s 
was 
t o o n o r m a l i n h i s p s y c h o l o g y t o p o s s e s s t h e p a r t i c u l a r 
c o n c e n t r a t i o n o f f a c u l t i e s and s e n s i b i l i t i e s t h a t make 
a g r e a t a r t i s t . (21) 
I n t h i s s t a t e m e n t Read h a s i n v o k e d , i n o r d e r t o condemn 
M o r r i s , so t o sp e a k , from b e h i n d , t h e v e r y i d e o l o g y o f t h e 
a r t i s t a s a s p e c i a l and abnormal k i n d o f 'man a p a r t ' w h i c h 
M o r r i s c r i t i c i s e d , and w h i c h M o r r i s , t h r o u g h h i s a n a l y s i s 
o f a r t w i t h i n c a p i t a l i s m , was a t t e m p t i n g t o expose a s 
r e s u l t i n g from t h e s o c i a l o r g a n i s a t i o n o f c a p i t a l i s m - not 
from t h e n a t u r e o f a r t . One might have hoped t h a t Read 
would have done M o r r i s t h e c o u r t e s y o f c o n f r o n t i n g h i s 
argu m e n t s d i r e c t l y , , 
As i s c u s t o m a r y , Read c r e d i t s M o r r i s w i t h a 
g e n e r a l o p p o s i t i o n t o the development o f m a c h i n e r y , "and 
t h e u g l i n e s s and d e g r a d a t i o n w h i c h he ^ M o r r i s / a s s o c i a t e d 
w i t h t h a t d e v e l o p m e n t . " Read c o n c l u d e s t h a t 
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Such u n r e a l i t y a s we now c o n n e c t w i t h t h e name and 
t h e works o f M o r r i s i s due t o t h e f a l s e o b j e c t i v e he 
t h u s s e t u p 0 
H a v i n g t h u s e f f e c t i v e l y condemned M o r r i s f o r a 
p o s i t i o n w h i c h i n l a t e r l i f e he d i d not h o l d , Read m e n t i o n s 
s e v e r a l pages l a t e r t h a t M o r r i s d i d } i n f a c t , a s a s o c i a l i s t , 
r e c o n c i l e h i m s e l f t o m a c h i n e r y . W h i l e R e a d j p r o b a b l y 
r i g h t l y ^ e m p h a s i s e s t h a t t h i s was an u n e a s y and not too 
s t a b l e r e c o n c i l i a t i o n , he goes on t o a r g u e t h a t , i f o n l y 
M o r r i s had known o f , or a p p l i e d , Read»s own d i s t i n c t i o n 
between " h u m a n i s t i c and a b s t r a c t a r t " , t h e n M o r r i s ' s 
own programme would have been " t h e o u t l i n e o f a p o s s i b l e 
22 
i d e a l . " Read t h e n o u t l i n e s h i s own c a s e , and presumes 
a t t h e end t h a t 
M o r r i s would now a c c e p t s u c h a d i s t i n c t i o n and would 
i n t h e s e days be r e c o n c i l e d t o t h e i n e v i t a b i l i t y o f 
m a c h i n e r y . 
P a r t o f Read's programme i s t h a t 
n e c e s s a r y a d j u s t m e n t s can be made i n t h e monetary 
s y s t e m s o t h a t t h e c a p a c i t y t o consume b e a r s a r e l a t i o n 
o f a p p r o x i m a t e e q u a l i t y t o t h e power o f p r o d u c t i o n . (23) 
With s u c h t e c h n o c r a t i c p h r a s i n g we c a n l e a v e 
Reado "Adjustment . . . i n t h e monetary s y s t e m " , 
" c a p a c i t y t o consume" and " e q u a l i t y t o t h e power o f p r o d u c t i o n " 
a r e not t h e l a n g u a g e o f M o r r i s ' s s o c i a l i s m , nor i s M o r r i s ' s 
m e d i e v a l i s m a n y t h i n g but t h e f o u n d a t i o n f o r a c r i t i q u e o f t h e 
p r e s e n t and a s u g g e s t i o n f o r t h e future,, And, w h i l e M o r r i s 
d i d e n t e r t a i n a s u s p i c i o n o f m a c h i n e r y a s s u c h , h i s b a s i c 
o b j e c t i o n was t o t h e u s e s t o w h i c h m a c h i n e r y was p u t ; f o r 
him m a c h i n e r y a l s o p r o v i d e d t h e p r e - c o n d i t i o n s f o r t h e 
b u i l d i n g o f a c r e a t i v e s o c i a l i s m =• not a mere a d j u s t m e n t 
i n t h e monetary s y s t e m s 
5^ 
The E m p h a s i s to be g i v e n i n t h e Account o f M o r r i s ' s T h e o r i e s 
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D e s p i t e r e c e n t b i o g r a p h i e s o f M o r r i s , t h e g e n e r a l 
work of t h e W i l l i a m M o r r i s S o c i e t y , and t h e p u b l i c a t i o n 
of work not i n c l u d e d i n t h e 26 volume c o l l e c t e d works o f 
W i l l i a m M o r r i s , t h e s o r t s o f m i s - r e p r e s e n t a t i o n of M o r r i s 
t h a t I have i l l u s t r a t e d i s s t i l l d e e p l y r o o t e d . I t w i l l 
t h e r e f o r e be n e c e s s a r y not s i m p l y t o p r e s e n t an o u t l i n e o f 
h i s v i e w s on a r t , but t o d e a l a l i t t l e more f u l l y w i t h h i s 
v i e w of t h e G o t h i c , of the p o s s i b i l i t y o f h i s own work, 
and of h i s v i e w s on s o c i a l i s m . T h i s we s h a l l do i n t h e 
f o l l o w i n g pages, and s u b s e q u e n t l y a t i n t e r v a l s t h r o u g h o u t 
t h e s t u d y . E s t a b l i s h i n g what he a c t u a l l y s a i d i s not 
o n l y a u s e f u l e x e r c i s e , but one s a l i e n t t o t h e s t a t e o f 
p r e s e n t day a r t and s o c i e t y : h i s themes a r e t h u s c e n t r a l 
t o t h e arguments a s p r e s e n t e d i n t h i s s t u d y . 
M o r r i s a s S o c i a l i s t and A r t i s t - C r a f t s m a n 
P a r t of t h e p o t e n t i a l f o r t h e p r e s e n t a t i o n of 
c o n t r a d i c t o r y v e r s i o n s o f M o r r i s ' s t h o u g h t and a c t i o n 
r e s u l t s from h i s h a v i n g d e v e l o p e d and a l t e r e d h i s v i e w s 
t h r o u g h o u t h i s l i f e . And, a s w i t h r e c e n t d e b a t e s o v e r 
'young', 'middle' and ' o l d ' Marx, i t i s p o s s i b l e f o r any 
i n t e r p r e t e r t o s e l e c t t h a t a s p e c t w i t h w h i c h he i s most 
i n sympathy. We do not i n t e n d h e r e t o e n t e r i n t o d i s c u s s i o n s 
of M o r r i s ' s i n t e l l e c t u a l development, however, but o n l y t o 
t r e a t h i s s t a t e m e n t s and arguments a s p r e s e n t e d between 
1877 and h i s d e a t h i n 1896. I t i s d u r i n g t h i s p e r i o d t h a t : 
he most c o h e r e n t l y f o r m u l a t e d t h e e x p e r i e n c e s of h i s l i f e ' s 
work, and i t v/as d u r i n g t h i s p e r i o d t h a t he p e r s o n a l l y 
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d e a l t w i t h and overcame t h e c o n t r a d i c t i o n s i n h e r e n t i n 
h i s p o s i t i o n a s an employer, and a s a p r o d u c e r o f h i g h 
c l a s s e x p e n s i v e goods. I t a l s o happens t h a t i t was from 
1878 on t h a t iie engaged i n e x t e n s i v e l e c t u r i n g on a r t and 
s o c i a l i s m , t h u s p r e s e n t i n g t h e most c o h e r e n t a c c o u n t o f 
h i s own v i e w s and work. 
Born i n l 8 3 ^ i t was not t i l l " t h e c r i s i s o f t h e 
E a s t e r n Q u e s t i o n and t h e a g i t a t i o n w h i c h ended i n t h e o v e r t h -
25 
row o f t h e D i s r a e l i government" t h a t M o r r i s began t o t a k e 
a p u b l i c p a r t i n p o l i t i c s . T a k i n g p a r t i n t h e a g i t a t i o n 
on t h e L i b e r a l s i d e , i t i s s i g n i f i c a n t t h a t , i n 1877, w h i l e 
n o m i n a l l y a l i b e r a l , he i s s u e d a m a n i f e s t o , ' U n j u s t War*, 
a d d r e s s e d t o t h e "Working men o f E n g l a n d " . 'While he 
v/as not a t t h i s p o i n t a d e c l a r e d s o c i a l i s t , t h e tone o f t h e 
26 
a d d r e s s can be judged from t h e f o l l o w i n g ; 
Working-men of E n g l a n d , one word of w a r n i n g y e t : I 
doubt i f you know t h e b i t t e r n e s s o f h a t r e d a g a i n s t 
freedom and p r o g r e s s t h a t l i e s a t t h e h e a r t o f a c e r t a i n 
p a r t o f t h e r i c h e r c l a s s e s i n t h i s c o u n t r y : t h e i r 
n e w s p a p e r s v e i l i t i n a k i n d of d e c e n t l a n g u a g e ; but 
do but h e a r them t a l k i n g among t h e m s e l v e s a s I have 
o f t e n , and I know not whether s c o r n o r a n g e r would 
p r e v a i l i n you a t t h e i r f o l l y and i n s o l e n c e : t h e s e 
men cannot s p e a k of your o r d e r , o f i t s a i m s , o f i t s 
l e a d e r s w i t h o u t a s n e e r o r an i n s u l t : t h e s e men, i f 
t h e y had t h e power (may E n g l a n d p e r i s h r a t h e r ) would 
t h w a r t your j u s t a s p i r a t i o n s , would s i l e n c e you, would 
d e l i v e r you bound hand and f o o t f o r e v e r t o i r r e s p o n s i b l e 
c a p i t a l . " " (26) 
W r i t i n g of t h i s p e r i o d of a g i t a t i o n on t h e l i b e r a l s i d e i n 
1 8 8 3 ,Morris s a i d t h a t he c o u l d not s e e i n E n g l a n d a t t h e 
27 
time any p a r t y more adv a n c e d t h a n .the R a d i c a l s . He was 
under no i l l u s i o n a s to t h e outcome of t h e L i b e r a l s 
g a i n i n g power, e x c e p t t h a t t h i s "would stem t h e t o r r e n t o f 
Chauvenism, and c h e c k the f e e l i n g of n a t i o n a l h a t r e d and 
,,28 
p r e j u d i c e . " 
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D u r i n g t h i s p e r i o d M o r r i s "made t h e a c q u a i n t a n c e 
of some of t h e T r a d e Union l e a d e r s a t t h e t i m e ; but found 
t h a t t h e y were q u i t e under t h e i n f l u e n c e of t h e c a p i t a l i s t 
p o l i t i c i a n s , and t h a t , t h e G e n e r a l E l e c t i o n once g a i n e d , 
29 
t h e y would t a k e no f o r w a r d s t e p w h a t e v e r . " The s u b s e q u e n t 
c a r e e r o f the new L i b e r a l government d e s t r o y e d any hope 
M o r r i s might have had of "any good b e i n g done by a l l i a n c e 
30 
w i t h t h e R a d i c a l p a r t y " «, D u r i n g t h e e a r l y d a y s o f t h e 
L i b e r a l p a r l i a m e n t he j o i n e d a committee w h i c h t r i e d t o 
s t i r up some o p p o s i t i o n t o t h e c o u r s e t h e government was 
t a k i n g , but t h i s committee d i d not l a s t l o n g . 
I n M o r r i s ' s own words^ 
I t must be u n d e r s t o o d t h a t I a l w a y s i n t e n d e d t o j o i n 
any body who d i s t i n c t l y c a l l e d t h e m s e l v e s s o c i a l i s t s , 
so when l a s t y e a r I was i n v i t e d t o j o i n t h e D e m o c r a t i c 
F e d e r a t i o n by Mr Hyndman, I a c c e p t e d t h e i n v i t a t i o n 
h o p i n g t h a t i t would d e c l a r e f o r S o c i a l i s m , i n s p i t e o f 
c e r t a i n d r awbacks t h a t I e x p e c t e d t o f i n d i n i t ; 
c o n c e r n i n g w h i c h I f i n d on t h e whole t h a t t h e r e a r e 
fev/er drawbacks t h a n I e x p e c t e d . (31 ) 
He j o i n e d t h e D e m o c r a t i c F e d e r a t i o n i n 1882, but had a l r e a d y 
been d e v e l o p i n g h i s c r i t i q u e o f a r t from 1878 on. I t i s ^ 
t h e r e f o r e j f r o m 1878 on, d u r i n g h i s emergence a s a s o c i a l i s t . 
c a m p a i g n e r , and d u r i n g h i s p e r i o d a s a l e c t u r e r , t h a t we 
32 
s h a l l examine h i s v i e w s on a r t and s o c i e t y . 
M o r r i s and t h e D e f i n i t i o n o f A r t 
B r o a d l y s p e a k i n g , M o r r i s t r e a t e d a r t a s b e i n g t h e 
human p l e a s u r e i n l i f e a s e x p r e s s e d i n and made m a n i f e s t 
i n t h e t h i n g s made by man. T h u s , i n h i s l e c t u r e , 'Art 
33 
and L a b o u r ' (1884) he d e f i n e s a r t a s f o l l o w s ; 
By a r t I do not mean o n l y p i c t u r e s and s c u l p t u r e s , n o r 
o n l y t h e s e and a r c h i t e c t u r e , t h a t i s , b e a u t i f u l b u i l d i n g 
p r o p e r l y ornamented; t h e s e a r e o n l y a p o r t i o n o f a r t , 
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w h i c h c o m p r i s e s , a s I u n d e r s t a n d t h e word, a g r e a t 
d e a l more; bea u t y p r o d u c e d by t h e l a b o u r o f man b o t h 
m e n t a l and b o d i l y , t h e e x p r e s s i o n o f t h e i n t e r e s t man 
t a k e s i n t h e l i f e o f man upon t h e e a r t h w i t h a l l i t s 
s u r r o u n d i n g s , i n o t h e r words t h e human p l e a s u r e o f 
l i f e i s what I mean by a r t . 
I n 'The Worker's S h a r e o f A r t ' , an a r t i c l e i n Commonweal 
( A p r i l 1885) M o r r i s o f f e r s a f u r t h e r d e f i n i t i o n ; ^ 
A r t i s man's embodied e x p r e s s i o n o f i n t e r e s t i n t h e 
l i f e o f man; i t s p r i n g s from man's p l e a s u r e i n h i s 
l i f e ; p l e a s u r e v/e must c a l l i t , t a k i n g a l l human 
l i f e t o g e t h e r , however much i t may be b r o k e n by t h e 
g r i e f and t r o u b l e o f i n d i v i d u a l s ; and a s i t i s t h e 
e x p r e s s i o n o f p l e a s u r e i n l i f e g e n e r a l l y , i n t h e 
memory of t h e deeds o f t h e p a s t , and t h e hope o f t h o s e 
o f t h e f u t u r e , so i t i s e s p e c i a l l y t h e e x p r e s s i o n o f 
man's p l e a s u r e i n t h e deeds o f t h e p r e s e n t : i n h i s 
work, 
T i i u s , a s a f i r s t s t e p , he has d e f i n e d a r t i n t e r m s w h i c h 
r e l a t e t o t h e d o i n g and p r a c t i c e o f e v e r y t h i n g , and o n l y 
m a r g i n a l l y t o t h e High A r t o r f i n e a r t o f h i s own day: " a r t i . 
... i s . . . t h e e x p r e s s i o n o f man's p l e a s u r e . . . i n h i s work." 
A r t and t h e D i v i s i o n o f Labour 
C e n t r a l t o h i s d e f i n i t i o n o f a r t , and t o h i s 
c r i t i q u e o f the a c t i v i t i e s g o i n g under t h e name of a r t , v/as 
a c r i t i q u e of t h e d i v i s i o n o f l a b o u r under c a p i t a l i s m . 
Thus i n h i s l e c t u r e 'The G o t h i c R e v i v a l , I I ' , he d i s c u s s e s 
v/hat he saw a s t h e e x i s t i n g poor s t a n d a r d o f c o n t e m p o r a r y 
ornament; 
I t i s b e c a u s e t h e r e i s e u c h a d i v i s i o n o f l a b o u r i n our 
o c c u p a t i o n s nowadays t h a t t h e r e i s a t r e n c h a n t l i n e o f 
d e m a r c a t i o n between a r t i s t s and workmen, even v/hen t h e 
l a t t e r a r e engaged on what a r e c o n s i d e r e d i n some s e n s e 
v/orks o f a r t . (35) 
The d i v i s i o n s o f l a b o u r a r e not s i m p l y t h o s e between 
r i c h and poor, owners and w o r k e r s , but t h e d i v i s i o n s w i t h i n 
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t h e work s i t u a t i o n , between d i f f e r e n t a s p e c t s of work on 
t h e same p r o d u c t , and between th e m e n t a l and p h y s i c a l a s p e c t s 
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o f t h e making of a p r o d u c t ; t h u s he t a l k s of t h e p o s s i b i l i t y 
o f the worker c r e a t i n g b e a u t y a s f o l l o w s ; 
i f t h e r e i s t o be any p r e t e n c e of b e a u t y i n t h e work 
w h i c h i s t o p a s s t h r o u g h h i s hands i t w i l l have been, 
a r r a n g e d f o r him by some one e l s e ' s mind, and a l l 
h i s mind w i l l have t o do w i t h t h e e x e c u t i o n o f i t 
v / i l l be t o keep b e f o r e him t h e f a c t t h a t he h a s got 
t o c a r r y out h i s p a t t e r n n e a t l y p e r h a p s , but s p e e d i l y 
c e r t a i n l y under t h e p e n a l t y of h i s l i v e l i h o o d b e i n g 
i n j u r e d . (37) 
And, on t h e more g e n e r a l l e v e l , he a r g u e d i n a l e t t e r t o 
t h e M a n c h e s t e r E x a m i n e r t h a t t h e a b s e n c e of p o p u l a r a r t 
from h i s time 
b e t o k e n s t h a t f a t a l d i v i s i o n o f men i n t o t h e c u l t i v a t e d 
and t h e degraded c l a s s e s w h i c h c o m p e t i t i v e commerce 
ha s b r e d and f o s t e r s ; p o p u l a r a r t h a s no c h a n c e of 
h e a l t h y l i f e , o r , i n d e e d , of a l i f e a t a l l t i l l we 
a r e on t h e way t o f i l l up t h i s t e r r i b l e g u l f between 
r i c h e s and p o v e r t y . (38) 
A r t and t h e G o t h i c 
M o r r i s p a r t i c i p a t e d i n t h e G o t h i c r e v i v a l , a d m i r e d 
m e d i e v a l b u i l d i n g and work, and f r e q u e n t l y l e c t u r e d upon it':. 
He:* p e r c e i v e d i n t h e m e d i e v a l p r o d u c t s a g r e a t e r s i m p l i c i t y / 
and b e a u t y t h a n i n most t h a t he saw a r o u n d him, but, f o r t h e 
p u r p o s e s of our e x p o s i t i o n , what i s i m p o r t a n t i s whv_ M o r r i s 
c o u l d use t h e m e d i e v a l a s an example f o r t h e f u t u r e , o r a s 
a t e s t c a s e a g a i n s t t h e p r e s e n t , and i n what s e n s e he u s e d 
h i s a n a l y s i s o f t h e r e l a t i o n s o f p r o d u c t i o n of m e d i e v a l 
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s o c i e t y a s an e m p i r i c a l example t o s e t a g a i n s t t h e p r e s e n t . 
I n what we c o u l d d e s c r i b e a s t h e c l a s s i c a r c h e t y p i c a l 
m e d i e v a l s i t u a t i o n t h e workman, a s m a s t e r , owned h i s t o o l s , 
produced goods f o r u s e , and n e g o t i a t e d d i r e c t l y w i t h t h e 
p u r c h a s e r . As an a p p r e n t i c e y c u l e a r n e d under t h e s u p e r v i s i o n 
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o f t h e m a s t e r , t o become y o u r s e l f a m a s t e r and c o n t r o l l e r o f 
y o u r own work. E v e n under t h e l a t e r l e s s d e m o c r a t i c phase 
of t h e g u i l d s y s t e m , M o r r i s a r g u e d , you may, a s a w o r k e r , 
have had l e s s p r i v i l e g e s , but you n e v e r t h e l e s s were s t i l l 
4o 
m a s t e r of y o u r own work. Thus M o r r i s a r g u e s , 
Nov; i f you have f o l l o w e d me you v / i l l t a k e n o t e t h a t t h e s e 
a r e the c o n d i t i o n s under w h i c h a r t i s t s work; and i n 
f a c t t h e c r a f t s m e n of the middle a g e s were a l l a r t i s t s . (41 ) 
Thus he e m p h a s i s e s a g a i n t h a t a r t f o r him i s t h e p r o d u c t o f 
a way o f w o r k i n g i n a s i t u a t i o n o f w o r k e r s c o n t r o l o v e r t h e 
p r o d u c t i o n . G o t h i c a r t , he a r g u e d , 
was the work o f f r e e c r a f t s m e n w o r k i n g f o r no m a s t e r 
o r p r o f i t - g r i n d e r , and c a p a b l e of e x p r e s s i n g t h e i r ov/n 
t h o u g h t s by means of t h e i r work, w h i c h was no mere 
burden t o them but was b l e n d e d w i t h p l e a s u r e ; (42) 
Under t h e s e c o n d i t i o n s of p r o d u c t i o n , when t h e r e were not 
s p e c i a l men c a l l e d a r t i s t s , and t h e r e was not a d i v i s i o n 
of l a b o u r between m e n t a l and manual, or between d i f f e r e n t 
a s p e c t s of e a c h , i t was p o s s i b l e f o r a r t t o be p o p u l a r a r t , 
t o be p a r t of e v e r y d a y l i f e and t h i n g s , and t o be p a r t o f 
t h e e x p r e s s i o n of p l e a s u r e i n l i f e - i n v o l v e m e n t i n l i f e . 
P o p u l a r a r t 
i s t h e a r t of t h e p e o p l e ; t h e a r t produced by t h e 
d a i l y l a b o u r of a l l k i n d s of men f o r t h e d a i l y u s e o f 
a l l k i n d s of men: (43) 
I t i s t h i s t h a t M o r r i s f e l t t h e d i v i s i o n of l a b o u r under 
c a p i t a l i s m , and p r o d u c t i o n g e a r e d t o t h e c r e a t i o n o f ~ ~ 
s u r p l u s v a l u e , r a t h e r t h a n goods d e s i g n e d f o r u s e , had 
d e s t r o y e d . 
W h i l e M o r r i s h i m s e l f a d m i r e d m e d i e v a l a r t , and 
d i s t i n c t l y f e l t t h a t p o v e r t y under t h e m e d i e v a l s y s t e m was 
p r e f e r a b l e t o p o v e r t y i n a l a t e V i c t o r i a n c i t y ( w h i c h f o r 
him meant a l s o d e g r a d a t i o n and d e h u m a n i s a t i o n ) m e d i e v a l i s m 
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f o r M o r r i s was not a p o s s i b l e p o l i t i c a l or s o c i a l f u t u r e . 
H i s s o c i a l i s t w r i t i n g s a r e s h a r p and p r a c t i c a l , and, w h i l e 
growing out of h i s h i s t o r i c a l a n a l y s i s o f t h e m e d i e v a l , 
a r e not an a d v o c a c y o f a revamped m e d i e v a l i s m ; 
We know t h a t a c o n d i t i o n o f p o v e r t y h a s not a l w a y s 
meant over-work and a n x i e t y , but under modern c i v i l -
i s a t i o n i t does, and w i t h modern c i v i l i s a t i o n we have 
t o d e a l ? we c a n n o t t u r n our people back i n t o C a t h o l i c 
E n g l i s h p e a s a n t s and G u i l d c r a f t s m e n , or i n t o h e a t h e n 
Norse b o n d e r s , 
f o r 
commerce has b r e d t h e P r o l e t a r i a t and u s e s i t q u i t e 
b l i n d l y , and i s s t i l l b l i n d t o t h e n e x t move i n t h e 
game, which w i l l be t h a t t h e P r o l e t a r i a t w i l l s a y : 
we w i l l be u s e d no l o n g e r , you have o r g a n i s e d us f o r 
our own u s e " ?V+) 
19th C e n t u r y G o t h i c 
The i n s e p a r a b i l i t y o f M o r r i s ' s o c i a l i s t a n a l y s i s 
o f s o c i e t y from h i s a n a l y s i s o f t h e p r o d u c t i o n of a r t 
i s c l e a r l y d e m o n s t r a t e d i n c o n s i d e r i n g h i s comments on t h e 
19th c e n t u r y G o t h i c r e v i v a l , and h i s own work a s an a r t i s t -
c r a f t s m a n . 
As h a s been mentioned, R u s k i n ' s ' S t o n e s o f V e n i c e * 
came out d u r i n g M o r r i s ' s f i r s t y e a r a t O x f o r d , and M o r r i s 
became i n v o l v e d i n t h e G o t h i c r e v i v a l l a t e r . The P r e -
R a p h a e l i t e B r o t h e r h o o d f u r t h e r advanced t h e m e d i e v a l i d e a 
i n t h e f i n e a r t s , w h i l e M o r r i s h i m s e l f , i n h i s workshop, 
f u r t h e r t r i e d t o r e v i v e s o m e t h i n g of t h e m e d i e v a l h a n d i -
c r a f t s a s he saw them. But, f o r M o r r i s , a r c h i t e c t u r e was 
t h e most i m p o r t a n t form of a c t u a l ' G o t h i c ' r e v i v a l , f o r i t 
was b u i l d i n g s t h a t c o m p r i s e d t h e e n v i r o n m e n t i n w h i c h 
p e o p l e l i v e d . Of h i s own e f f o r t s he commented t h a t ; 
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I may a l s o be a l l o w e d to m e n t ion t h a t some t i m e i n 
t h i s a c t some of us thought t h a t t h e r e v i v a l might be 
e x t e n d e d t o t h e n e c e s s a r y a r t s , and made I a s s u r e you 
d e s p a r a t e e f f o r t s t o r e v i v e them i n w h i c h p r o c e s s v/e 
have a t l e a s t amused and i n s t r u c t e d . o u r s e l v e s a good 
d e a l , and even done what i s c a l l e d ' l i v e d on' our 
e f f o r t s ; i n o t h e r words have e x t r a c t e d a good d e a l 
o f money out o f the p u b l i c by them: a l l o w me t o e x c u s e 
o u r s e l v e s f o r t h a t b r i g a n d a g e by s a y i n g t h a t t h e p u b l i c 
w i l l have t h e s e a c c e s s o r y a r t s , o r some p r e t e n c e of 
them, and t h a t i f I am not q u i t e b l i n d e d by v a n i t y o u r s 
a r e a t any r a t e p r e t t i e r ^/than/ t h o s e w h i c h went b e f o r e 
them. (45*) 
He e m p h a s i s e s t h u s , a s he does e l s e w h e r e , t h a t h i s e f f o r t s 
w i t h i n a r t i t s e l f a r e , by t h e m s e l v e s , m e r e l y a p e r s o n a l 
m attero 
What was h o p e f u l f o r him i n t h e G o t h i c r e v i v a l 
i n a r c h i t e c t u r e was a s much t h e i n c r e a s i n g h i s t o r i c a l 
knowledge of t h e b a s i s of t h e o r i g i n a l s t y l e , a s t h e s t y l e 
i t s e l f . T h a t i s , he was o o n c e r n e d w i t h an u n d e r s t a n d i n g 
o f t h e r e l a t i o n s of p r o d u c t i o n and o r g a n i s a t i o n of work 
i n t h e m e d i e v a l p e r i o d . 
The G o t h i c r e v i v a l a s m e r e l y a s t y l i s t i c i n n o v a t i o n 
among a l i m i t e d number of p e o p l e meant l i t t l e , f o r 
I n s p i t e of a l l the t a l k among A r t i s t i c p e o p l e t h e 
r e a l s t y l e of t h e day, V i c t o r i a n A r c h i t e c t u r e , i s i n 
f u l l sv/ing; or i n o t h e r v/ords m i s e r a b l e s q u a l o r and 
p u r s e - p r o u d , rampant v u l g a r i t y d i v i d e our a r c h i t e c t u r e 
between them. (46) 
And, c r i t i c i s i n g cheap ornament, he went on t o a d v o c a t e a 
l i n e v e r y c l o s e t o t h a t t a k e n by t h e Bauhaus s t y l i s t i c a l l y ; 
a t p r e s e n t I s a y b u i l d b i g and B o l i d and w i t h an eye 
t o s t r i c t u t i l i t y : you w i l l f i n d t h a t w i l l be e x p r e s s i v e 
work enough, and v / i l l by no means be u t i l i t a r i a n . (47) 
The s e n s e i n w h i c h i t was t h e r e l a t i o n s o f p r o d u c t i o n 
t h a t m a t t e r e d most t o M o r r i s - t h e w o r k e r ' s r e l a t i o n s h i p 
t o h i s work and h i s p r o d u c t , and not any s t y l i s t i c o v e r l a y => 
i s i l l u s t r a t e d i n an i m p o r t a n t p a s s a g e where he comments 
62 
upon a c h u r c h b u i l t i n t h e pure G o t h i c s t y l e by an a r c h i t e c t 
f r i e n d of h i s ; 
as I l o o k e d at i t I began t o get t i r e d o f i t a l t h o u g h 
I c o u l d f i n d no f a u l t w i t h i t s d e s i g n at a l l ; and why 
was t h a t ? W e l l t h e r e were dozens o f f i g u r e s i n t h e 
n i c h e s , which indeed f i l l e d t h e i r p l a c e s : but when 
you l o o k e d a t them you knew v e r y w e l l what t h e y were; 
t h e y were c a r v i n g not s c u l p t u r e , , That i s v/e have 
t o d a y t o use two words which mean t h e same t h i n g to 
i n d i c a t e two d i f f e r e n t t h i n g s : so I say t h e y were 
c a r v i n g , t h a t t h e y were done by men who r e a l l y had 
n o t h i n g t o do w i t h t h e d e s i g n o f them who cut them 
u n f e e l i n g l y and m e c h a n i c a l l y w i t h o u t t r o u b l i n g t h e i r 
heads as t o whom t h e y r e p r e s e n t e d , w i t h no t r a c e 
i n them o f my f r i e n d t h e a r c h i t e c t ' s enthusiasm f o r t h e 
M i d d l e Ages, by men who would j u s t as soon have c u t 
18th c e n t u r y grave stone c h e rubs, or apses and a m o r e t t i 
i n a new c l u b house; i n s h o r t t h e y were j u s t m e c h a n i c a l 
d o l l s , n o t h i n g more. (48) 
T h i s i l l u s t r a t e s v e r y s h a r p l y t h e sense i n w h i c h M o r r i s 
was not a p r o t a g o n i s t i n a b a t t l e f o r changes i n s t y l e , 
b ut r a t h e r was an advocate o f changes i n work r e l a t i o n s as 
a p r e - c o n d i t i o n f o r a d i f f e r e n t s o r t of a r t - a d i f f e r e n t 
s o r t of p r o d u c t i o n . 
The bar to a r e a l G o t h i c r e v i v a l i n t h e 19th 
c e n t u r y was t h a t 
so f a r f r o m beauty b e i n g a necessary i n g r e d i e n t t o a l l 
handiwork, i t i s always absent from i t u n l e s s i t i s 
b a r g a i n e d f o r as a s p e c i a l s e p a r a t e a r t i c l e h a v i n g 
i t s own market v a l u e . (^9) 
T h i s i s c e n t r a l t o h i s a n a l y s i s , f o r , w h i l e a r t or ornament 
i s n ot a necessary p a r t o f a commodity, and i s but an 
a d d i t i o n t o t h e commodity, a r t w i l l be n o t h i n g but a f r i l l 
f o r w hich t h e r i c h pay e x t r a . While a r t i s a l u x u r y and 
an e x t r a , and has n o t h i n g t o do w i t h t h e b a s i c u t i l i t y and 
making o f an o b j e c t , and t h e way t h e o b j e c t i s made, t h e r e 
c o u l d f o r M o r r i s be no r e a l a r t . 
M o r r i s p o i n t s o u t " ^ t h a t t h e G o t h i c r e v i v a l o f 
h i s t i m e was l a r g e l y one o f c u l t i v a t e d men s e e k i n g a r t 
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t h r o u g h a r t , i n s t e a d o f a r t t h r o u g h t h e l i f e o f t h e p e o p l e . 
There was, i n h i s view, no hope f o r t h e r e v i v a l u n l e s s a r t 
c o u l d be found t h r o u g h t h e p e o p l e . But, he argued, t h e 
d i v i s i o n i n t o r i c h and poor, and c u l t i v a t e d and u n c u l t i v a t e d , 
i s "necessary f o r t h e e x i s t e n c e o f t h e p r e s e n t commercial 
c a p i t a l i s t system." And t h u s , w h i l e t h a t l a s t s , he c o n c l u d e s , 
t h e r e i s no hope f o r a G o t h i c r e v i v a l anyway. 
th e p r o g r e s s , nay t h e v e r y e x i s t e n c e o f a r t depends on 
th e s u p p l a n t i n g o f t h e p r e s e n t c a p i t a l i s t system by 
something b e t t e r , depends on changing t h e b a s i s o f 
s o c i e t y . (51) 
A r t i s t ' s A r t 
Elsewhere M o r r i s d i s c u s s e s " A r t i s t ' s a r t " among 
c e r t a i n o f those w o r k i n g a t t h e t i m e , and comments t h a t 
I can't h e l p t h i n k i n g t h a t i t does produce something 
w o r t h i e r t h a n was t u r n e d out i n t h e 18th c e n t u r y ; b u t 
I know t h a t i f i t does i t i s because o f t h e r e v o l u t i o n a r y 
s p i r i t w o r k i n g i n t h e b r a i n s o f men who a t l e a s t w i l l 
n o t accept c o n v e n t i o n a l l i e s i n a n y t h i n g w i t h which t h e y 
a r e b u s i e d : and whatever i t i s 1 f e a r i t produces 
l i t t l e e f f e c t on t h e mass o f t h e people who a t present., 
s i n c e p o p u l a r a r t l i e s crushed under money bags, have 
no share i n t h e p l e a s u r e o f l i f e e i t h e r i n t h e i r work 
or t h e i r p l a y . (52) 
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And., w r i t i n g t o Andreas Scheu he p o i n t s out t h a t 
i n s p i t e o f a l l t h e success I have had, I have not 
f a i l e d t o be c o n s c i o u s t h a t t h e a r t I have been h e l p i n g , 
t o produce would f a i l w i t h t h e d e a t h o f a few o f us 
~~ who r e a l l y care about i t , t h a t a r e f o r m i n a r t which 
i s founded on i n d i v i d u a l i s m must p e r i s h w i t h t h e i n d i v i d W 
u a l s who have s e t i t g o i n g . . . . . a r t cannot have 
a r e a l l i f e and g r o w t h under the p r e s e n t system o f 
commercialism and p r o f i t - m o n g e r i n g . 
So we see t h a t i n these_ passages he s t r e s s e s 
c o l l e c t i v e work, c o n t r o l by workers over t h e i r work, a r t 
b e i n g ' p o p u l a r ' , and a r t b e i n g an i n t e g r a l p a r t o f t h e 
p r o d u c t i o n o f t h i n g s r a t h e r t h a n an added commodity -
an o r n a m e n t a l f r i l l : a l l these a r e c h a r a c t e r i s t i c s o f a 
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r e a l and h e a l t h y a r t . I t c o u l d f u r t h e r be added t h a t h i s 
s t r e s s on c o l l e c t i v i s m , as opposed t o i n d i v i d u a l i s m , i n 
c o n n e c t i o n w i t h h i s g e n e r a l a t t a c k on t h e d i v i s i o n o f l a b o u r , 
p o i n t s t h e way t o something more t h a n s i m p l y a r e t u r n t o 
a medieval c r a f t c o n d i t i o n 
Machinery:- C a p i t a l i s t Machinery and S o c i a l i s t Machinery 
The p l a c e o f d e s i g n i n i n d u s t r i a l p r o d u c t i o n , 
and t h e r e l a t i o n between a r t and man u f a c t u r e , was a c e n t r a l 
concern o f many eminent V i c t o r i a n s . M o r r i s ' s own l a t e r 
p o s i t i o n on machinery i s v e r y c l e a r , and i s c o n s i s t e n t v / i t h 
h i s broad a n a l y s i s o f t h e s o c i a l r e l a t i o n s o f a r t , and t h e 
n a t u r e o f c a p i t a l i s t s o c i e t y . B a s i c a l l y he t r e a t s machinery 
as b e i n g p a r t o f a s o c i a l system. Under c a p i t a l i s m t h e 
machine was a means o f c r e a t i n g g r e a t e r p r o f i t , and t h e 
e f f e c t o f t h e machine was t o d i s p l a c e t h e worker t h r o u g h 
e r o d i n g f u r t h e r t h e worker' s c o n t r o l over h i s work: t h e 
worker became a s l a v e t o t h e machine, as p a r t o f b e i n g a 
s l a v e t o t h e system. Thus he says i n ' A r t and S o c i a l i s m ' : 
And a l l t h a t mastery over t h e powers o f n a t u r e which 
t h e l a s t hundred y e a r s or l e s s has g i v e n us: what 
has i t done f o r us under t h i s system? I n t h e o p i n i o n 
o f John S t u a r t M i l l , i t w a s . d o u b t f u l i f a l l t h e 
mechanical i n v e n t i o n s o f modern t i m e s have done any° 
t h i n g t o l i g h t e n t h e t o i l o f l a b o u r : be sure t h e r e 
i s no do u b t , t h a t - t h e y were not made f o r t h a t end, 
but t o 'make a p r o f i t ' . . . Those machines o f which 
t h e c i v i l i s e d w o r l d i s so proud, has i t any r i g h t 
t o be proud o f t h e use t h e y have been put t o by 
Commercial war and waste? (5*0 
And a g a i n , emphasising t h a t i t i s t h e machine as p a r t o f 
s p e c i f i c s o c i a l r e l a t i o n s t h a t he o b j e c t s t o t 
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I t i s not t h i s or t h a t t a n g i b l e s t e e l and b r a s s machine 
which we want t o get r i d o f , but t h e g r e a t i n t a n g i b l e 
machine o f commercial t y r a n n y which opresses t h e l i v e s 
o f a l l o f us. (55) 
I n ' U s e f u l Work v e r s u s Useless T o i l ' he emphasises 
a g a i n t h a t however g r e a t t h e i n c r e a s e i n machinery, t h e 
e f f e c t under c a p i t a l i s m i s t o f u r t h e r degrade t h e w o r k e r -
reduce h i s s k i l l i n work, and hence h i s power over h i s 
p r o d u c t ; 
The m u l t i p l i c a t i o n o f l a b o u r has become a n e c e s s i t y f o r 
us, and so l o n g as t h a t goes on no i n g e n u i t y i n t h e 
i n v e n t i o n o f machines w i l l be o f any r e a l use t o us. 
Each new machine w i l l cause a c e r t a i n amount o f m i s e r y 
among t h e workers :Whose s p e c i a l i n d u s t r y i t may d i s t u r b ; 
so many o f them w i l l be reduced from s k i l l e d t o 
u n s k i l l e d workmen, and t h e n g r a d u a l l y m a t t e r s w i l l 
s l i p i n t o t h e i r due-grooves, and a l l w i l l work 
a p p a r e n t l y smoothly a g a i n ; and i f i t were not t h a t 
a l l t h i s i s p r e p a r i n g r e v o l u t i o n , t h i n g s would be, 
f o r t h e g r e a t e r p a r t o f men, j u s t as t h e y were b e f o r e 
t h e new p o w e r f u l i n v e n t i o n s . (56) 
And a g a i n he emphasises t h a t machinery under 
c a p i t a l i s m i s used t o c r e a t e a r e s e r v e l a b o u r f o r c e , t h u s 
i n c r e a s i n g t h e p r e c a r i o u s n e s s o f t h e l i f e o f t h e w o r k e r ; 
They are c a l l e d ' l a b o u r - s a v i n g ' machines - a commonly 
used phrase which i m p l i e s what we expect o f them; 
bu t we do not get v/hat we e x p e c t . What t h e y r e a l l y 
do i s t o reduce the s k i l l e d l a b o u r e r t o t h e r a n k s o f 
t h e u n s k i l l e d , t o i n c r e a s e t h e number o f t h e ' r e s e r v e 
army o f l a b o u r 1 - t o i n t e n s i f y t h e l a b o u r o f t h o s e who 
serve t h e machines. (57) 
However, i t i s t r u e t h a t 
Our .epoch has i n v e n t e d machines which would have 
appeared w i l d dreams t o t h e men o f past ages, 
And, under a d i f f e r e n t s o c i a l system 
these m i r a c l e s o f i n g e n u i t y would be f o r t h e f i r s t 
t i m e used f o r m i n i m i s i n g t h e amount o f t i m e spent i n 
u n a t t r a c t i v e l a b o u r , w h i c h by t h e i r means might be so 
reduced as t o be but a v e r y l i g h t burden on each 
i n d i v i d u a l . A l l t h e more a's these machines v/ould be 
v e r y much improved when i t was no l o n g e r a q u e s t i o n 
as t o whether t h e i r improvement would 'pay' t h e i n d i v i d u a l , 
but r a t h e r whether i t would b e n e f i t t h e community. (58) 
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M o r r i s t h u s s t r e s s e s t h a t not o n l y does t h e machine mean 
and do a d i f f e r e n t j o b under d i f f e r e n t s o c i a l r e l a t i o n s , 
b u t t h a t t h e d i f f e r e n t p r i o r i t i e s and r e q u i r e m e n t s l e a d t o 
t h e c r e a t i o n o f d i f f e r e n t s o r t s o f machinery,, 
Now i t cannot be doubted, d e s p i t e these s h a r p l y 
a n a l y t i c a l q u o t a t i o n s , t h a t elsewhere M o r r i s does express 
more f o r t h r i g h t l y a view o f t h e machine as a necessary and 
u s e f u l t h i n g whose o p e r a t i o n s ought t o be m i n i m i s e d as 
much as p o s s i b l e , even under a d i f f e r e n t s o r t o f s o c i a l 
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system. That i s , he tended t o suggest t h a t under 
s o c i a l i s m t h e n e w - d i r e c t e d machine would mine c o a l , d i g 
t r e n c h e s , and so f o r t h , and would a s s i s t wherever u s e f u l 
i n every o t h e r s o r t o f work, but t h a t , e s s e n t i a l l y , man 
would t a k e back d i r e c t c o n t a c t w i t h h i s p r o d u c t wherever 
p o s s i b l e . T h i s was, a f t e r a l l , a p r e c o n d i t i o n f o r t h e 
p r o d u c t i o n o f a r t as M o r r i s d e f i n e d i t . And, w h i l e H e r b e r t 
Read may see t h i s as a r c h a i c r o m a n t i c i s m , ^ g i v e n M o r r i s ' s 
awareness o f t h e p o l i t i c a l n a t u r e o f f a c t o r y p r o d u c t i o n , 
assembly l i n e w o r k - p r e s s u r e , and t h e d i v i s i o n o f l a b o u r , h i s 
'dream' seems not u n r e a s o n a b l e . 
Thus i n 'How v/e l i v e , and how we might l i v e ' 
he d e a l s s p e c i f i c a l l y w i t h ' a r t i s t i c ' a b horrence o f 
machinery, d i s s o c i a t i n g h i m s e l f f r o m such a s i m p l i s t i c 
p e r s p e c t i v e ; 
I know t h a t t o some c u l t i v a t e d p e o p l e , people o f t h e 
a r t i s t i c t u r n o f mind, machinery i s p a r t i c u l a r l y 
d i s t a s t e f u l , and t h e y w i l l be apt t o say you w i l l 
never get your s u r r o u n d i n g s p l e a s a n t so l o n g as you 
are surrounded by machinery, I don't q u i t e admit 
t h a t ; i t i s t h e a l l o w i n g machines t o be our masters 
and not our s e r v a n t s t h a t so i n j u r e s t h e beauty o f 
l i f e nowadays. (61) 
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He goes on t o suggest t h a t under t h e e a r l y s t a g e s o f s o c i a l i s t 
c o n s t r u c t i o n machinery might f u r t h e r be m u l t i p l i e d . But, 
m u l t i p l i e d only t o the p o i n t v/here o b j e c t i v e s c o u l d be 
r e c o n s i d e r e d due t o t h e i n c r e a s e i n t i m e and p o s s i b i l i t i e s ; 
I have a k i n d o f hope t h a t t h e v e r y e l a b o r a t i o n o f 
machinery i n a s o c i e t y whose purpose i s not t h e 
m u l t i p l i c a t i o n o f l a b o u r , as i t now i s , but t h e c a r r y i n g 
on o f a p l e a s a n t l i f e , as i t would be under s o c i a l 
o r d e r - t h a t t h e e l a b o r a t i o n o f machinery, I ~say~, 
w i l l l e a d t o t h e s i m p l i f i c a t i o n o f l i f e , and so once 
more t o t h e l i m i t a t i o n o f machinery, (62) 
However, under t h e e x i s t i n g system o f c a p i t a l i s m , 
t h e machine was e s s e n t i a l l y p a r t o f t h e c o n d i t i o n s w hich 
were l e a d i n g o r had l e d t o t h e d e c l i n e o f a r t . For, i n 
as f a r as t h e machine was p a r t o f a s e t o f r e l a t i o n s t h a t 
reduced t h e p r o d u c e r ' s c o n t r o l over h i s p r o d u c t , t h a t machine 
was a l s o , w i t h i n t h ose s p e c i f i c r e l a t i o n s , c o n t r i b u t i n g t o 
th e d e a t h o f a r t as a normal and necessary i n g r e d i e n t i n 
th e making o f t h i n g s * The machine, however, a l s o provided* 
t h e p r e - c o n d i t i o n s f o r an a l t e r n a t i v e t o t h e c a p i t a l i s t 
system. 
The Death o f A r t 
As has been s a i d , f o r M o r r i s 
t h e c h i e f source o f a r t i s man's p l e a s u r e i n h i s d a i l y 
necessary work, which expresses i t s e l f and i s embodied; 
i n t h a t work i t s e l f ; n o t h i n g e l s e can make t h e common 
s u r r o u n d i n g s o f l i f e b e a u t i f u l , and whenever t h e y a r e 
b e a u t i f u l i t i s a s i g n t h a t men's work has p l e a s u r e 
i n i t , however t h e y may s u f f e r o t h e r w i s e . (63) 
I t was t h i s a r t as a b a s i c p a r t o f work and l i f e t h a t had 
been s t r a n g l e d under c a p i t a l i s t p r o d u c t i o n . Thus, whatever 
e l s e may be g o i n g on i n a r t as p r a c t i s e d by s p e c i a l i s t s (men 
and women under t h e d i v i s i o n o f l a b o u r c a l l e d a r t i s t s ) 
t h e b a s i s f o r p o p u l a r a r t was, f o r M o r r i s , l a c k i n g a l r e a d y ; 
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t h e w o r k e r s , by means o f whose hands t h e mass o f a r t 
must be made, are f o r c e d by t h e commercial system 
t o l i v e , even a t t h e b e s t , i n p l a c e s so s q u a l i d and 
hideous t h a t no one c o u l d l i v e i n them and keep 
h i s s a n i t y w i t h o u t l o s i n g a l l sense o f beauty and 
enjoyment o f l i f e men l i v i n g amidst such 
u g l i n e s s cannot c o n c e i v e o f beauty, and t h e r e f o r e cannot 
express i t . (6^f) 
I n a d d i t i o n , however, M o r r i s f e l t t h a t t h e r e l a t i o n s o f 
p r o d u c t i o n under c a p i t a l i s m p r e v e n t e d even t h o s e who were 
a r t i s t s from p r o d u c i n g work o f r e a l w o r t h ; r a t h e r t h e 
a r t i s t was f o r c e d back i n t o r e v i v i n g past s t y l e s , o r i n t o 
s e n t i m e n t a l i s i n g . 
The a r t i s t s , t h e aim o f whose l i v e s i s t o produce 
beauty and i n t e r e s t , a r e d e p r i v e d o f t h e m a t e r i a l s f o r 
th e v.'orks i n r e a l l i f e , s i n c e a l l around them i s 
u g l y and v u l g a r . They are d r i v e n i n t o s e e k i n g t h e i r 
m a t e r i a l s i n t h e i m a g i n a t i o n o f past ages, or i n t o 
g i v i n g t h e l i e t o t h e i r own sense o f beauty and knov/ledge 
o f i t by s e n t i m e n t a l i s i n g and f a l s i f y i n g t h e l i f e 
w h i ch goes on around them; (65) 
F u r t h e r , t h e a r t i s t , who we w i l l remember M o r r i s d e f i n e d 
e a r l i e r as b e i n g i n a p o s i t i o n o f c o n t r o l over h i s own work 
and p r o d u c t s i n a manner e q u i v a l e n t t o t h e m e d i e v a l workman, 
has n e v e r t h e l e s s t o be i n a s t a t e o f c o n s t a n t s t r u g g l e i n 
o r d e r t o produce something w o r t h w h i l e . T h i s s t r u g g l e , 
w h i c h , i n the r h e t o r i c o f t h e myth o f t h e a r t i s t i s now 
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seen as b e i n g t h e f i g h t t o express t r u e and deep f e e l i n g s , 
M o r r i s saw as b e i n g a necessary waste o f t i m e and energy 
under t h e commercial system - e n e r g i e s which c o u l d b e t t e r 
have gone i n t o t h e work: 
whatever i s produced t h a t i s w o r t h a n y t h i n g i s t h e work 
o f men who are i n r e b e l l i o n a g a i n s t t h e c o r r u p t 
s o c i e t y o f today - r e b e l l i o n sometimes open, sometimes 
v e i l e d under c y n i c i s m , but by which i n any case 
l i v e s a r e wasted i n a s t r u g g l e , t o o o f t e n v a i n , 
a g a i n s t t h e i r f e l l o w - m e n , which ought t o be used f o r 
the e x e r c i s e o f s p e c i a l g i f t s f o r t h e b e n e f i t o f t h e 
w o r l d . (67) 
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Thus M o r r i s saw t h e s t a t e o f a r t i n t h e 1880»S as b e i n g one 
i n w h i c h t h e r e was l i t t l e p o p u l a r a r t , l i t t l e a r t 
expressed as a c o n s t i t u e n t p a r t o f d a i l y p r o d u c t i o n , and, 
t h a t w h i c h remained as ' h i g h ' o r ' i n t e l l e c t u a l ' 
a r t s u f f e r i n g from t h e d e g r a d a t i o n o f s u r r o u n d i n g s , f r o m 
i t s own s o c i a l e x c l u s i v e n e s s , f r o m h a v i n g t o use past ages 
as i n s p i r a t i o n , or e l s e t o s e n t i m e n t a l i s e t h e p r e s e n t s 
And, above a l l , t h e o n l y p o s s i b i l i t y o f a r t under c a p i t a l i s m 
was an i n d i v i d u a l i s t a r t , and 
a r e f o r m i n a r t which i s founded on i n d i v i d u a l i s m 
must p e r i s h w i t h t h e i n d i v i d u a l s v/ho have s e t i t 
g o i n g . . . . a r t cannot have a r e a l l i f e and grov/th 
under the p r e s e n t system o f commercialism and p r o f i t -
mongering. (68) 
Thus f a r , hov/ever, we have t a l k e d o f M o r r i s ' s view 
o f t h e s t a t e o f a r t under l a t e n i n e t e e n t h c e n t u r y c a p i t a l i s m , 
and t h e l i k e l y c o n t i n u i n g e f f e c t o f c a p i t a l i s m on a r t . 
What a r t would be under s o c i a l i s m was something he r e f u s e d 
t o s p e c i f y : what he would and d i d s p e c i f y were t h e p r e -
c o n d i t i o n s f o r a v i g o r o u s a r t . But a t v a r i o u s t i m e s he 
commented t h a t , perhaps, f o r a new b i r t h o f a r t t o t a k e 
p l a c e , t h e r e v/ould f i r s t have t o be a t o t a l d e a t h o f i t : 
t h i s f o r tv/o reasons; f i r s t l y t o u n l e a r n t h e h a b i t s o f t h e 
p a s t , and, s e c o n d l y , i n o r d e r t h a t a new s o c i e t y c o u l d be 
b u i l t o That i s , a p e r i o d o f s t r i c t u t i l i t a r i a n i s m may 
be necessary as a f o u n d a t i o n f o r t h e new s o c i e t y . 
The experiment o f a c i v i l i s e d community l i v i n g w h o l l y 
w i t h o u t a r t or l i t e r a t u r e has not y e t been t r i e d . 
The past d e g r a d a t i o n and c o r r u p t i o n o f c i v i l i s a t i o n 
may f o r c e t h i s d e n i a l o f p l e a s u r e upon t h e s o c i e t y 
w h i c h w i l l a r i s e f r o m i t s ashes. I f t h a t must be, 
we w i l l accept t h e p a s s i n g phase o f u t i l i t a r i a n i s m as 
a f o u n d a t i o n f o r t h e a r t which i s t o be. I f t h e 
c r i p p l e and t h e s t a r v e l l i n g d i s a p p e a r from our s t r e e t s , 
i f t h e e a r t h n o u r i s h us a l l a l i k e , i f t h e sun s h i n e 
f o r a l l o f us a l i k e , i f t o one and a l l o f us t h e 
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g l o r i o u s drama o f t h e e a r t h - day and n i g h t , summer 
and w i n t e r ~ can be p r e s e n t e d as a t h i n g t o underst?md 
and l o v e , we can a f f o r d t o w a i t a w h i l e t i l l we are 
p u r i f i e d f r o m t h e shame o f th e past c o r r u p t i o n , and 
t i l l a r t a r i s e s a g a i n among people f r e e d from t h e 
t e r r o r o f t h e s l a v e and t h e shame o f t h e r o b b e r . (69) 
Meanwhile, under t h e p r e s e n t system, 
the a r t s have got t o d i e , what i s l e f t o f them, b e f o r e 
t h e y can be born a g a i n . You know my views on t h e 
m a t t e r ; I a p p l y them t o m y s e l f as w e l l as t o o t h e r s . 
T h i s would n o t , I a d m i t , p r e v e n t my w r i t i n g p o e t r y any 
more t h a n i t p r e v e n t s my d o i n g my p a t t e r n work, 
because t h e mere p e r s o n a l p l e a s u r e o f i t urges one 
t o the work; but i t p r e v e n t s my l o o k i n g a t i t as a 
s a c r e d d u t y , and the g r i e f a f o r e s a i d i s t o o s t r o n g 
and d i s q u i e t i n g t o be overcome by a mere i n c l i n a t i o n 
t o do what I know i s u n i m p o r t a n t work, (70) 
Seeing t h e b i r t h o f a new s o c i e t y M o r r i s i s p r e p a r e d 
t o accept as a consequence 
t h e seeming disappearance o f what a r t i s now l e f t us; 
because I am sure t h a t t h a t w i l l be but a t e m p o r a r y 
l o s s , t o be f o l l o w e d by a genuine new b i r t h o f a r t , 
which w i l l be t h e spontaneous e x p r e s s i o n o f t h e p l e a s u r e 
o f l i f e i n n a t e i n t h e whole p e o p l e . (71 ) 
For a r t cannot be kept v i g o r o u s l y a l i v e 
by t h e a c t i o n . . . o f a few groups o f s p e c i a l l y 
g i f t e d men and t h e i r s m a l l c i r c l e o f a d m i r e r s amidst 
a g e n e r a l p u b l i c i n c a p a b l e o f u n d e r s t a n d i n g and 
e n j o y i n g t h e i r work. . . . a l l w o r t h y s c h o o l s o f a r t 
must be i n t h e f u t u r e , as t h e y have been i n t h e p a s t , 
th e outcome o f t h e a s p i r a t i o n s o f t h e people towards 
the beauty and t r u e p l e a s u r e o f l i f e . (72) 
M o r r i s f e l t t h a t t h e f e e l i n g o f a r t i s t s o f h i s own t i m e f o r 
a r t was genuine, but t h e y had t o work i n t h e midst o f 
th e i g n o r a n c e o f those whose" whole l i f e ought t o be 
spent i n t h e p r o d u c t i o n o f works o f a r t ( t h e makers o f 
wares t o w i t ) , and o f t h e f a t u o u s p r e t e n c e o f those 
who, making no u t i l i t i e s , are d r i v e n t o 'make b e l i e v e ' . 
(73) 
A new a r t would o n l y emerge when t h e w o r k e r s had t a k e n over 
c o n t r o l o f t h e means o f p r o d u c t i o n . I n 1893 he saw some 
hope o f t h i s b e g i n n i n g i n a s m a l l way; 
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•By us and not f o r u s 1 , must be t h e i r m o t t o . That 
t h e y are f i n d i n g t h i s out f o r themselves and a c t i n g 
on i t makes t h i s year a memorable one i n d e e d , s m a l l 
as i s the a c t u a l g a i n which t h e y are c l a i m i n g . . . . « 
I n o t o n l y 'admit' but j o y f u l l y i n s i s t on t h e f a c t : 
• t h a t t h e miners are l a y i n g t h e f o u n d a t i o n o f something 
b e t t e r . 1 The s t r u g g l e a g a i n s t t h e t e r r i b l e power o f 
t h e p r o f i t - g r i n d e r i s now p r a c t i c a l l y p r o c l a i m e d by 
them a m a t t e r o f p r i n c i p l e , (7^-) 
I n t h i s l e t t e r t o t h e D a i l y C h r o n i c l e M o r r i s l i h k s t h e miners'! 
s t r u g g l e d i r e c t l y w i t h t h e p o t e n t i a l f o r a new a r t , 
t h u s b r i n g i n g out v e r y c l e a r l y t h e e x t e n t t o which h i s 
s o c i a l i s t a n a l y s i s and h i s views on a r t a r e i n s e p a r a b l e 0 
M o r r i s ends t h e l e t t e r ( j u s t quoted f r o m ) w i t h 
a r e f u s a l t o s p e c i f y what t h e a r t o f t h e f u t u r e under 
s o c i a l i s m c o u l d be: but note i n p a r t i c u l a r h i s comment on 
t h e q u a l i t y o f t h e a r t o f past ages, i n s p i t e o f and not 
because o f t h e system under which people l i v e d . The 
m e d i e v a l system may have g i v e n g r e a t e r w o r k e r - c o n t r o l , 
but i t was by no means an i d e a l : 
No one can t e l l now what form t h a t a r t w i l l t a k e ; 
but as i t i s c e r t a i n t h a t i t w i l l n o t depend on t h e 
whim o f a few persons, but on the w i l l o f a l l , so i t 
may be hoped t h a t i t w i l l a t l a s t n ot l a g be h i n d t h a t 
o f p ast ages, but w i l l outgo t h e i r t o f t h e past i n 
th e degree t h a t l i f e w i l l be more p l e a s u r a b l e from t h e 
absence o f bygone v i o l e n c e and t y r a n n y , i r i s p i t e and n o t 
because o f which our f o r e f a t h e r s produced t h e wonders 
of p o p u l a r a r t , some few o f which t i m e has l e f t us. (75) 
M o r r i s as a S o c i a l i s t 
We have i n d i c a t e d a l r e a d y something o f M o r r i s ' s 
s o c i a l i s m , and i t i s not our i n t e n t i o n here t o s p e c i f y any 
b i o g r a p h i c a l d e t a i l c o n c e r n i n g h i s s o c i a l i s t c a r e e r , most 
of w h ich has been covered elsewhere„^ Given t h e i n t e r -
l o c k i n g n a t u r e o f h i s a n a l y s i s o f a r t and of c a p i t a l i s m / s o c i a l i s m , 
i t would be w o r t h w h i l e t o u c h i n g on a few p o i n t s r e l a t i n g t o 
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h i s t y p e o f s o c i a l i s m , f i r s t l y t o make c l e a r what he was 
not ( e . g . F a b i a n , as w i t h Bernard Shaw, or p u r e l y e c o n o u i i s t i c 
and r e f o r m i s t , as he p e r c e i v e d some s o c i a l i s t groups t o be, 
more y e t i m p r a c t i c a l , as he saw R u s k i n t o b e ) . 
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W r i t i n g t o Andreas Scheu' i n September 1883 
M o r r i s d e s c r i b e d t h e c o n t e n t o f h i s l e c t u r e s as " S o c i a l i s m 
seen t h r o u g h t h e eyes o f an a r t i s t " w h ich i s a p o i n t always 
t o be kept i n mind. T h i s because, as we have seen i n h i s 
w r i t i n g s , he d e f i n e d a r t as p l e a s u r e i n l i f e , and saw i t 
as a necessary i n g r e d i e n t o f good work, and a r t and p l e a s u r e 
i n c r e a t i v e p r o d u c t i o n were f o r him i n s e p a r a b l e . 
Thus f o r M o r r i s s o c i a l i s m i n essence was t o do 
w i t h w o r k e r s 1 c o n t r o l over t h e means o f p r o d u c t i o n , and t h a t 
c o n t r o l had t o be not s i m p l y a m a t t e r o f no m i n a l p o l i t i c a l 
d e c i s i o n making, but d i r e c t c o n t r o l over t h e work s i t u a t i o n 
c o l l e c t i v e l y and i n d i v i d u a l l y 5 t h i s n e c e s s i t a t e d a l s o a 
fundamental a t t a c k on t h e d i v i s i o n o f l a b o u r which he saw 
as an i n s t r u m e n t o f t h e n e g a t i o n o f wor k e r s c o n t r o l under 
c a p i t a l i s m . 
I t i s h i s p r i o r i t y o f r e i n s t a t i n g p l e a s u r e i n 
l i f e and work, t h a t i s , d i r e c t producers' c o n t r o l over 
p r o d u c t i o n , t h a t made M o r r i s h i g h l y s u s p i c i o u s o f r e f o r m i s m . 
He not o n l y suspected r e f o r m i s m as h a v i n g l i t t l e t o do w i t h 
h i s f u n d a m e n t a l aims, but he was a l s o s u s p i c i o u s o f r e f o r m i s t s , 
i n t h a t t h e y were i n d i v i d u a l s , and were o f t e n o f t h e m i d d l e 
c l a s s e s , and he p e r c e i v e d t h e fun d a m e n t a l a c t i o n o f change 
t o be c l a s s antagonism; t h u s 
t h e b a s i s o f a l l change must be, as i t has always 
been, t h e antagonism o f c l a s s e s : I mean t h a t t hough 
here and t h e r e a few men o f t h e upper and middle c l a s s e s , 
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moved by t h e i r conscience and i n s i g h t may and d o u b t l e s s 
v / i l l t h row i n t h e i r l o t w i t h t h e w o r k i n g c l a s s e s , t h e 
upper and middle c l a s s e s as a body v / i l l by t h e v e r y 
n a t u r e o f t h e i r e x i s t e n c e , and l i k e a p l a n t grows, 
r e s i s t t h e a b o l i t i o n o f c l a s s e s : n e i t h e r do I 
t h i n k t h a t any a m e l i o r a t i o n o f t h e c o n d i t i o n o f t h e 
poor on t h e o n l y l i n e s w h i c h t h e r i c h can go upon 
w i l l advance us on t h e r o a d ; save t h a t i t w i l l put 
more power i n t o t h e hands o f t h e lower c l a s s and so 
s t r e n g t h e n b o t h t h e i r d i s c o n t e n t and t h e i r means o f 
showing i t : f o r I do not b e l i e v e t h a t s t a r v e l l i n g s 
can b r i n g about a r e v o l u t i o n , , (79) 
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W r i t i n g t o C.E. Maurice he expressed s i m i l a r s e n t i m e n t s ; 
such a system can o n l y be d e s t r o y e d , i t seems t o me, 
by t h e u n i t e d d i s c o n t e n t o f numbers; i s o l a t e d a c t s o f 
a few persons o f t h e mi d d l e and upper c l a s s e s seeming 
t o me (as I have s a i d b e f o r e ) q u i t e powerless aga IL ns t 
i t ; i n o t h e r words t h e antagonism o f c l a s s e s , which 
t h e syistem has b r e d , i s t h e n a t u r a l and necessary 
i n s t r u m e n t o f i t s d e s t r u c t i o n . My aim t h e r e f o r e b e i n g 
t o spread d i s c o n t e n t among a l l c l a s s e s , I f e e l m y s e l f 
bound t o j o i n any o r g a n i s a t i o n whose o b j e c t seemed t o 
me r e a l l y t o f u r t h e r t h i s aim. 
Thus, w h i l e M o r r i s welcomed an a m e l i o r a t i o n o f t h e c o n d i t i o n 
o f t h e w o r k i n g c l a s s e s , t h i s d i d not f o r him c o n s t i t u t e 
a f u n d a m e n t a l change. 
Even i n 1893» when t o some e x t e n t he m o d i f i e d h i s 
'purism* and agreed t o t h e p o s s i b i l i t y o f u s i n g p a r l i a m e n t 
as a means f o r g a i n i n g power, he remained h i g h l y s c e p t i c a l 
about p a r l i a m e n t a r y r e f o r m u n l e s s t h a t r e f o r m was s i m p l y an 
e x t e n s i o n o f g e n e r a l a g i t a t i o n and change o u t s i d e parliament„ 
I l l u s t r a t i v e o f h i s a t t i t u d e t o r e f o r m i s m and 
improved c o n d i t i o n s i s a d i s c u s s i o n o f 
p u b l i c acquirement o f pa r k s and o t h e r open spaces, 
p l a n t i n g o f t r e e s , e s t a b l i s h m e n t o f f r e e l i b r a r i e s and 
t h e l i k e . (81) 
M o r r i s a d m i t s t h e s e , and o t h e r improvements i n hours o f 
work and g e n e r a l e d u c a t i o n , t o be a " g r e a t g a i n " . 
N e v e r t h e l e s s , he argued, these g a i n s were merely t h e "machinery" 
o f s o c i a l i s m ; most i m p o r t a n t was: 
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how such r e f o r m s were done; i n what s p i r i t ; or 
r a t h e r what e l s e was b e i n g done, w h i l e t h e s e v/ere 
g o i n g on, v/hich would make people l o n g f o r e q u a l i t y o f 
c o n d i t i o n ; v/hich would g i v e them f a i t h i n t h e p o s s i b i l i t y 
and workableness o f s o c i a l i s m . (82) 
M o r r i s was, however, w o r r i e d , f o r he c o n s i d e r e d t h a t . 
t h e S o c i e t y o f I n e q u a l i t y might . . ac c e p t t h e 
q u a s i - S o c i a l i s t machinery above mentioned, and v/ork i t 
f o r t h e purpose o f u p h o l d i n g t h a t s o c i e t y i n a somewhat: 
shorn c o n d i t i o n , maybe, bu t a s a f e one., (83) 
T h i s s u s p i c i o n towards t h a t w hich t h e r e f o r m e r s h a i l e d as 
g a i n s f o r t h e w o r k i n g c l a s s e s extended t o o t h e r a r e a s ; t h e 
c a p i t a l i s t system M o r r i s saw a s b e i n g a b l e t o absorb and 
t r a n s f o r m any achievement i n t o something s u i t a b l e t o i t s 
own ends; 
J u s t as t h e c a p i t a l i s t s would a t once c a p t u r e e d u c a t i o n 
i n c r a f t s m a n s h i p , seek out what l i t t l e advantage t h e r e 
i s i n i t , and t h e n t h r o w i t away, so t h e y do w i t h a l l 
o t h e r e d u c a t i o n . A s u p e r s t i t i o n s t i l l remains f r o m 
t h e t i m e s when ' e d u c a t i o n ' was a r a r i t y t h a t i t i s a 
means f o r e a r n i n g a s u p e r i o r l i v e l i h o o d ; b u t as soon 
as i t has ceased t o be a r a r i t y , c o m p e t i t i o n t a k e s 
care t h a t e d u c a t i o n s h a l l not r a i s e wages; t h a t 
g e n e r a l e d u c a t i o n s h a l l be w o r t h n o t h i n g , and t h a t 
s p e c i a l e d u c a t i o n s h a l l be w o r t h j u s t no more t h a n a 
t o l e r a b l e r e t u r n on t h e money and t i m e spent i n 
a c q u i r i n g i t . (&k) 
While e d u c a t i o n was f o r M o r r i s i m p o r t a n t , i t was e d u c a t i o n 
i n d i s c o n t e n t , i n s o c i a l i s m , and i n t h e economics, o r g a n i s a t i o n 
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and a d m i n i s t r a t i o n o f a s t r o n g s o c i a l i s t p a r t y t h a t m a t t e r e d . 
The passages quoted above are s u f f i c i e n t t o g i v e an 
i n s i g h t i n t o h i s s o c i a l i s t p o s i t i o n . The passages i n d i c a t e 
not o n l y t h a t he was not r e f o r m i s t , but r e v e a l ( w i t h i n t h e 
c o n t e x t o f what has been s a i d so f a r about M o r r i s ) why he 
was not r e f o r m i s t . H is p o s i t i o n r e s u l t s n o t from a d i f f e r e n c e 
i n i d e a s on t a c t i c s as t o how s o c i a l i s m i s t o be a t t a i n e d 
b u t r a t h e r f r o m h i s views on v/hat s o c i a l i s m i s . I n 
essence s o c i a l i s m was, f o r M o r r i s , t h e c o n t r o l by t h e people 
o f t h e i r l i v e s d i r e c t l y b o t h i n work and l e i s u r e ( t h e 
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d i v i s i o n , moreover, betv/een work and l e i s u r e b e i n g one o f 
t h e d i v i s i o n s t h a t s h o u l d be overcome under s o c i a l i s t 
s o c i e t y ) . The c o n d i t i o n s f o r a t r u e development o f 
s o c i a l i s m , and t h e c o n d i t i o n s f o r t h e development o f a new 
a r t , a r e one and t h e same. 
By c o n t r a s t , an i n c r e a s e i n t h e wages o f workers 
under c a p i t a l i s m v/ould not a f f e c t t h e b a s i c r e l a t i o n s o f 
c a p i t a l and l a b o u r , any more t h a n would t h e p r o v i s i o n 
o f p u b l i c e d u c a t i o n , p a r k s , l i b r a r i e s , museums, o r whatever,. 
A l l these t h i n g s , which M o r r i s c a l l s " q u a s i - s o c i a l i s t 
machinery" a r e c o m p a t i b l e , i n h i s eyes, v / i t h a c o n t i n u a t i o n 
o f c a p i t a l i s m . The p r i o r i t y f o r M o r r i s was t h u s p o p u l a r 
c o n t r o l , r a t h e r t h a n b e t t e r l i v i n g c o n d i t i o n s , , The l a t t e r 
f o l l o w e d from t h e f o r m e r , and, i f under c a p i t a l i s m l i v i n g 
s t a n d a r d s r o s e these might a l s o , i n t h e c o n t e s t o f a f l u c t u a -
t i n g market, breed g r e a t e r d i s c o n t e n t , and t h u s p r o v i d e t h e 
b a s i s f o r a r e v o l u t i o n , 
M o r r i s p r a i s e d t h e miners i n 1893 and applauded 
t h e i r m o t t o , *By us and not f o r us*, f o r i t v/as h i s own 
t h e o r i s a t i o n o f h i s ex p e r i e n c e as an a r t i s t - c r a f t s m a n , h i s 
grasp o f Marx, and s o c i a l i s m , and h i s u n d e r s t a n d i n g o f t h e 
n a t u r e o f work, t h a t l e d him t o see a r t and s o c i a l i s m as 
b e i n g b u i l t on such a f o u n d a t i o n , and not on t h e b a s i s o f 
a r e d i s t r i b u t i o n o f w e a l t h w i t h i n t h e e x i s t i n g s t r u c t u r e . 
That would n o t break down t h e c o n t r a d i c t i o n between work 
and l e i s u r e , between l i f e and a r t , and between c l a s s and 
c l a s s : i t was not t h e f o u n d a t i o n f o r a new a r t , 
I s t r e s s these p o i n t s here n o t i n o r d e r t o say 
t h a t M o r r i s was r i g h t and Hyndmann, or any o t h e r s o c i a l i s t ; 
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worker p u r s u i n g a r e f o r m i s t or p a r l i a m e n t a r y path. . i n 
t h e l a t e ' e i g h t i e s and ' n i n e t i e s was wrong, b u t s i m p l y 
i n o r d e r t o i n d i c a t e t h e u n i t y and coherence o f t h e a n a l y s i s 
o f a r t and c a p i t a l i s m , and t h e i n s e p a r a b i l i t y o f what 
M o r r i s s a i d about a r t and what he s a i d about s o c i a l i s m . 
Given h i s d e f i n i t i o n o f a r t , t h e p r e c o n d i t i o n s f o r t h e one 
were t h e p r e c o n d i t i o n s f o r t h e o t h e r . 
Erom t h e l a t e ' e i g h t i e s onwards, when t h e r e was 
s t r o n g p r e s s u r e w i t h i n t h e S o c i a l i s t League towards 
p a r l i a m e n t a r y p a r t i c i p a t i o n , M o r r i s began t o f e e l h i m s e l f 
t o o much o f a p u r i s t i n h i s a t t i t u d e , and began t o suspect 
t h a t h i s own p o s i t i o n i n v o l v e d t o o much a 'conscience-
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s a l v i n g ' , r a t h e r t h a n r e a l i s m . 
M o r r i s had always c o n s i d e r e d t h a t e s t a b l i s h i n g 
s o c i a l i s m would i n v o l v e a p e r i o d o f t r a n s i t i o n . The p o i n t 
a t i s s u e was how t o l e a d t o t h i s p e r i o d o f c o n s t r u c t i o n and 
t r a n s i t i o n , and what form t h a t t r a n s i t i o n would t a k e . 
As we saw e a r l i e r , t h i s t r a n s i t i o n c o u l d i n v o l v e t h e absence 
o f a r t ; even were a system o f s t a t e s o c i a l i s m t o be s e t 
up t h a t negated p o p u l a r c o n t r o l over government and p r o d u c t i o n , 
t h i s would be b e t t e r , he f e l t , t h a n t h e e x i s t i n g c a p i t a l i s t . 
system, f o r , as he w r o t e i n 1888; 
Even t h e c r u d e s t form o f S t a t e S o c i a l i s m ( w h i c h I 
do n o t agree t o ) would have t h i s advantage over t h e 
i n d i v i d u a l ownership o f t h e means o f p r o d u c t i o n , t h a t 
whereas t h e s t a t e might abuse i t s o w n e r s h i p , t h e 
i n d i v i d u a l owners must do so. (87) 
The i s s u e o f what f o r m t h e t r a n s i t i o n would t a k e , 
was, however, one o f t h e f u t u r e ; one can no t e i n h i s v a r i o u s 
s t a t e m e n t s on t h i s , however, t h e s h i f t between a g r u d g i n g 
acceptance o f t h e p a r l i a m e n t a r y r o a d , and, on t h e o t h e r 
hand, a pure s o c i a l i s t r o a d . 
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I n Commonweal o f 7 th June 1890 M o r r i s w r o t e ; 
The t r u e weapon o f the workers as a g a i n s t p a r l i a m e n t 
i s not t h e b a l l o t - b o x b u t t h e B o y c o t t . I g n o r e P a r l i a m e n t ; 
l e t i t a l o n e , and s t r e n g t h e n your own o r g a n i s a t i o n t o 
d e a l d i r e c t l y w i t h your masters. 
T h i s statement i s c o n s i s t e n t w i t h h i s g e n e r a l p o s i t i o n as 
we have o u t l i n e d i t so f a r D However, i n August 1892 he 
v/rote i n a l e c t u r e on Communism: 
I cannot f a i l t o see t h a t i t i s necessary somehow t o 
get h o l d o f t h e machine v/hich has a t i t s back t h e 
e x e c u t i v e power o f t h e c o u n t r y , however t h a t may be 
done, and t h a t t h e o r g a n i s a t i o n and l a b o u r which w i l l 
be necessary t o e f f e c t t h a t by means o f t h e b a l l o t -
box v / i l l , t o say t h e l e a s t o f i t , be l i t t l e i n d e e d 
compared w i t h what v/ould be necessary t o e f f e c t i t by 
open r e v o l t . (88) 
T h i s i s a sharp r e v e r s a l o f h i s p o s i t i o n j a l l t h e more so 
f o r a man v/hose s o c i a l i s m grew f r o m h i s own u n d e r s t a n d i n g 
o f c o n t r o l over work, r a t h e r t h a n f r o m a v/ish s i m p l y t o 
a m e l i o r a t e t h e s t a n d a r d o f l i v i n g o f t h e w o r k i n g c l a s s . 
As e a r l y as 1888, v/ i t h t h e p r e s s u r e s i n t h e S o c i a l i s t 
League towards p a r l i a m e n t a r y p a r t i c i p a t i o n , M o r r i s had 
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w r i t t e n t o Mrs Burne Jones c o n c e r n i n g h i s own r e a c t i o n 
t o t h e move: 
i n a l l t h e wearisome s h i l l y - s h a l l y o f p a r l i a m e n t a r y 
p o l i t i c s I s h o u l d be a b s o l u t e l y u s e l e s s : and t h e 
immediate end t o be g a i n e d , t h e p u s h i n g t h i n g s j u s t 
a t r i f l e n e a r e r t o S t a t e S o c i a l i s m , v/hich when r e a l i s e d 
seems t o me but a d u l l goal- a l l t h i s q u i t e s i c k e n s 
me. - -
I t i s , perhaps, i r o n i c t h a t B e r n ard Shaw, a g r e a t F a b i a n , 
who, when a young man, knew M o r r i s , s h o u l d w r i t e i n 1931 
c o n c e r n i n g adherence t o c o n s t i t u t i o n a l means t h a t 
i t i s not so c e r t a i n t o d a y as i t seemed i n t h e ' e i g h t i e s 
t h a t M o r r i s was not r i g h t . (90) 
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Summary Assessment and I n t e r p r e t a t i o n 
A b r i e f d i s c u s s i o n o f t h e a m b i g u i t i e s and s h i f t s 
i n M o r r i s ' s p o s i t i o n , under t h e impact o f p a r l i a m e n t r y groups 
i n and o u t s i d e t h e S o c i a l i s t League, and under t h e impact 
o f t h e p r e l i m i n a r y successes o f t h e f i r s t l a b o u r M.P.s 
(success i n b e i n g e l e c t e d ) has been i n c l u d e d because these 
i n v o l v e a fundamental d e p a r t u r e f r o m a p o s i t i o n t h a t i s , i n 
most ways, c o h e r e n t . 
The i m p o r t a n c e o f M o r r i s f o r t h i s account o f t h e 
s o c i a l c o n s t r u c t i o n o f a r t i s t h e sense i n which he focusses 
on t h e r e l a t i o n s o f p r o d u c t i o n , t h e d i v i s i o n o f l a b o u r , and, 
w i t h i n t h a t , a r t b e i n g c r e a t e d as a commodity w i t h a v a l u e 
a d d i t i o n a l t o and not p a r t o f o t h e r commodities. The a r t i s t 
i s p a r t o f t h e d i v i s i o n o f l a b o u r , and t h e a r t he produces 
i s e i t h e r an adornment p a i d e x t r a f o r , or a l u x u r y a r t i c l e 
t o be t r e a t e d o f as a t h i n g i n i t s e l f . 
The i m p o r t a n c e o f M o r r i s ' s a n a l y s i s w i l l be e v i d e n t 
not o n l y when we c o n s i d e r ( i n c h a p t e r f i v e ) t h e development, 
o f s t a t e i n t e r v e n t i o n i n and d e f i n i t i o n o f a r t , but when 
i n t h e l a t e r p a r t s o f t h e t h e s i s we c o n s i d e r t h e r e a c t i o n s 
o f p r a c t i s i n g a r t i s t s , c r a f t s m e n and d e s i g n e r s t o t h e i r 
s o c i a l s i t u a t i o n . F or, i n t h e 19th c e n t u r y , t h e development 
of s t a t e i n t e r v e n t i o n i n a r t can be seen as i n p a r t an 
att e m p t t o come t o g r i p s w i t h t h e v e r y problem o f t h e absence 
of a r t i n t h e g e n e r a l p o p u l a t i o n and t h e absence o f ' a r t ' 
i n manufacture - problems which _ M o r r i s i n d i c a t e s , 
are r o o t e d i n t h e s o c i a l s t r u c t u r e o f 19th c e n t u r y B r i t i s h 
c a p i t a l i s m . I n c o n s i d e r i n g t h e r e a c t i o n s o f a r t i s t s , 
c r a f t s m e n and d e s i g n e r s t o t h e i r s i t u a t i o n i t w i l l be noted 
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f u r t h e r m o r e how s h a r p l y aware some o f them a r e o f t h e 
i s s u e s o f c o n t r o l o r l a c k o f c o n t r o l over work. I n , f o r 
i n s t a n c e , i n t e r v i e v / i n g a r t i s t s about t h e i r e x p e r i e n c e o f 
b e i n g commissioned t o do a p a r t i c u l a r v/ork I found an 
acute awareness o f t h e t e n s i o n between b e i n g ' a r t i s t ' , (and 
i n t o t a l c o n t r o l o f p r o d u c t i o n ) and b e i n g workman, o r t e c h -
n i c i a n , (and b e i n g merely t h e e x e c u t o r o f a d e s i g n ) . 
M o r r i s d i d not c o n s i d e r a r t i n i t s i d e o l o g i c a l 
f o r m , as a means o f l e g i t i m a t i n g t h e s t a t u s quo and i n c o r -
p o r a t i n g people i n t o t h e s t a t u s quo: such i s s u e s w i l l be 
e x t e n s i v e l y developed i n t h i s t h e s i s i n l a t e r chapters,, M o r r i s 
was s e n s i t i v e , however, t o t h e ways i n wh i c h p a r k s , museums, 
and e d u c a t i o n , c o u l d be as p u b l i c s e r v i c e s c o m p a t i b l e w i t h 
and r e i n f o r c i n g o f t h e v e r y c a p i t a l i s t system which he saw 
as d e n y i n g r e a l c o n t r o l t o t h e g e n e r a l p o p u l a t i o n , and hence 
d e n y i n g a r t . Such an u n d e r s t a n d i n g o f t h e s t a t e i s c e n t r a l 
t o t h i s t h e s i s , and w i l l be developed i n c h a p t e r f i v e and 
six<> 
I n a n a l y s i n g a r t , t h e r e f o r e , M o r r i s d i r e c t e d our 
a t t e n t i o n not t o t h e v a r y i n g c o n t e n t s o f t h e works o f th o s e 
d e f i n e d as g r e a t masters; r a t h e r he d i r e c t e d our a t t e n t i o n 
t o how i t i s t h a t a r t , as c r e a t i v e c o n t r o l , became a f o r m 
o f p r o d u c t i o n and work r e l e v a n t o n l y t o a l i m i t e d group 
o f men and women; how i t i s t h a t t h e mass o f pr o d u c e r s 
came t o l o s e c r e a t i v e c o n t r o l over p r o d u c t i o n ; what t h e 
i m p l i c a t i o n s o f t h e s e changes were and are 5 and how t h e 
e x i s t e n c e o f a r t and n o t - a r t i s bound up w i t h t h e w i d e r 
development o f c a p i t a l i s m and t h e c a p i t a l i s t state,, 
I t i s f o r these reasons t h a t t h e a n a l y s i s t o be 
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p r e s e n t e d i n t h e f o l l o w i n g c h a p t e r s i s l a r g e l y i n sympathy 
v / i t h t h e a n a l y s i s and v/ork p r e s e n t e d by M o r r i s . I s h a l l 
go f u r t h e r i n some ar e a s , and d i f f e r i n many o t h e r s , but: 
t h e e s s e n t i a l u n d e r s t a n d i n g o f a r t as p a r t o f a complex 
d i v i s i o n o f l a b o u r i m p l y i n g a l s o t h e e x i s t e n c e o f n o t a r t 
rem a i n s . And t h e e s s e n t i a l f o c u s on pov/er, and power 
w i t h i n t h e r e l a t i o n s o f p r o d u c t i o n remains. 
M o r r i s ' s a n a l y s i s o f a r t , o f a r t and work, and 
o f a r t and t h e d i v i s i o n o f l a b o u r under c a p i t a l i s m , i s t h e 
o u t l i n e o f what a M a r x i s t a n a l y s i s o f a r t c o u l d be„ I t 
i s M a r x i s t not i n t h e sense t h a t i t i s a r e - s t a t e m e n t o f 
what Marx h i m s e l f s a i d , but r a t h e r because i t employs 
t h e method Marx developed i n o t h e r f i e l d s . M o r r i s examines 
t h e c o n d i t i o n s o f p o s s i b i l i t y o f 19th c e n t u r y a r t , and o f 
a r t under c a p i t a l i s m and w i t h i n t h e d i v i s i o n o f l a b o u r . 
He examines t h e emergence o f a r t w i t h i n t h e d i v i s i o n o f 
l a b o u r , and t h e c o n d i t i o n s o f p r o d u c t i o n o f m e d i e v a l a r t . 
He approaches a r t , so t o speak, from t h e o u t s i d e and f r o m 
t h e i n s i d e a t t h e same momentj from t h e o u t s i d e i n as f a r 
as he v i e w s t h e development o f a r t i n terms o f t h e development 
o f t h e whole s o c i a l system - as p a r t o f t h e c o n t r a d i c t i o n 
between work and l e i s u r e , between c a p i t a l and l a b o u r , and 
between c o n t r o l and n o n - c o n t r o l over p r o d u c t i o n ; and, f r o m 
t h e i n s i d e i n as f a r as M o r r i s t h e o r i s e s t h e s o c i a l r e l a t i o n s 
o f a r t t h r o u g h h i s own e x p e r i e n c e as an a r t i s t - c r a f t s m a n - as 
a d i r e c t producer i n charge o f a l l a s p e c t s o f t h e making 
o f p r o d u c t s . 
I t i s t h e c o m b i n a t i o n o f a t h e o r i s a t i o n o f t h e 
p o s s i b i l i t i e s o f a r t based on h i s own e x p e r i e n c e , w i t h an 
h i s t o r i c a l u n d e r s t a n d i n g o f t h e development o f c a p i t a l i s m , 
and t h e a l t e r n a t i v e s o c i a l p o s s i b i l i t i e s t h a t i n d u s t r i a l 
c a p i t a l i s m p r o v i d e d , t h a t makes M o r r i s ' s M a r x i s t a n a l y s i s 
o f t h e a r t s such an i n c i s i v e one c 
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n o t e s to c h a p t e r one 
1. See f o r i n s t a n c e the work of L u c i e n Galdmann, e.g., 
The Hidden God. t r a n s . Thody.P. Ro u t l e d g e and Kegan 
P a u l . (196*0. The Human Sciences and P h i l o s o p h y , 
t r a n s . White.H. and Anchor.R. Gape. London. (1969) 
2 e See L'Orange.H.P. A r t Forms and C i v i c L i f e i n t h e L a t e 
Roman Empire. (1965) ' 
T h i s book i s n o t s t r i c t l y s p e a k i n g by a s o c i o l o g i s t , 
b u t i t i s c e r t a i n l y one o f t h e most r e w a r d i n g a t t e m p t s 
to r e l a t e a r t and s o c i a l s t r u c t u r e t h r o u g h c a t e g o r i s i n g 
t h e s t y l e and c o n t e n t o f t h e a r t i n th e same s o r t o f 
terms as th e t y p e and s t r u c t u r e o f t h e s o c i a l system. 
3» The r e a d e r may sense h e r e some cl u m s i n e s s of language, 
as i n " a r t i n i t s p r e s e n t s o c i a l f o r m " o r t h e f r e q u e n t l y 
used phrase, " t h e s o c i a l r e l a t i o n s o f a r t " . Such 
c l u m s i n e s s i s i n e v i t a b l e a t t h i s p o i n t - t h e usage 
w i l l become c l e a r e r as t h e t e x t advances. F o r , w h i l e 
' a r t ' i s u s u a l l y t a k e n as a word d e n o t i n g an o b j e c t -
a d e f i n i t e t h i n g - I am here a t t e m p t i n g t o exp r e s s 
i n words t h e e x i s t e n c e o f t h a t o b j e c t w i t h i n and 
t h r o u g h d e f i n i t e s o c i a l r e l a t i o n s . Thus, i n " a r t 
i n i t s p r e s e n t s o c i a l f o r m " (as j u s t used i n t h e t e x t ) 
I am not r e f e r r i n g t o t h e c o n t e n t o f v i s u a l a r t , b ut 
to t h a t and t h e d e f i n i t i o n s , usages, p r a c t i c e s , 
c r i t i c i s m s , d i s p l a y s , s t y l e s , i d e o l o g i e s , v a l u e s , 
a s sumptions, e t c . , e t c . , t h a t s u r r o u n d and a c t upon and 
i n r e l a t i o n t o the o b j e c t . 
he Osborne.H. A e s t h e t i c s and A r t Theory; an H i s t o r i c a l 
I n t r o d u c t i o n ^ Longmans, Green and Co. London. (1968) 
p.21 . 
5 . These d e f i n i t i o n s are d e r i v e d f r o m t h e Concise 
O x f o r d D i c t i o n a r y O x f o r d U n i v e r s i t y Press, CT96*0 
See a l s o , however, t h e v a l u a b l e new p u b l i c a t i o n by 
Raymond W i l l i a m s , Keywords - a Vo c a b u l a r y o f C u l t u r e 
and S o c i e t y Fontana, (1976) 
6 . For a f u l l e r d i s c u s s i o n o f Henry Cole see c h a p t e r 
f i v e o f t h i s t h e s i s . A l s o h i s a u t o b i o g r a p h y , F i f t y 
Years o f P u b l i c Work George B e l l and Sons, London. 
(188*0 
7« For a f u r t h e r d i s c u s s i o n of t h e t e r m ' a r t ' i n f i l m 
and photography see I n t e r v i e w F i f t e e n , Appendix. 
The i n t e r v i e w i s w i t h a f i l m maker who works l a r g e l y 
i n t h e documentary f i e l d * 
8« A r t i s t b e i n g t h u s i n t h i s sense a v e r y d i f f e r e n t s o r t 
of word fro m •Doctor,* •Postman', or even ' P a i n t e r ' . 
9. I n t h e M i d d l e Ages t h e s e p a r a t i o n o r d i v i s i o n between 
t h e ' s o r d i d 1 and ' l i b e r a l 1 a r t s does o f course embody 
a mental/manual s e p a r a t i o n : t h e s i g n i f i c a n c e o f t h e 
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poet-Renaissance developments i s n o t m e r e l y t h a t t h ese 
become more complex and marked, but t h a t t h e ' c r a f t * 
work o f the M i d d l e Ages, which had i n v o l v e d c r e a t i o n , 
d e s i g n i n g and making, e t c . , becomes d i v i d e d i n t h e 
sense t h a t t h e c r e a t i v i t y and t h e d e s i g n i n g i s 
a b s t r a c t e d f r o m t h e ' c r a f t * o f t h e 'making': 
•making' becomes manual 'work', and d e s i g n i n g / c r e a t i n g : 
becomes 'mental'and more p r e s t i g i o u s . The 
mental/manual d i v i s i o n becomes t h e r e f o r e more a b s o l u t e , 
1 0 . Green.M. and W i l d i n g . M . ( i n c o n s u l t a t i o n w i t h Hoggart.R.) 
C u l t u r a l P o l i c y i n Great B r i t a i n UNESCO. ( 1 9 7 0 ) . i n t h e 
UNESCO s e r i e s , ' S t u d i e s and Documents on C u l t u r a l 
Policies.» 
11. A P o l i c y f o r t h e A r t s - t h e F i r s t Steps F e b r u a r y 1965* 
^HMS0~ London. Cmnd. 2601 
12 . M a r c e l Duchamp. L e t t e r t o Hans R i c h t e r . 10th Nov. 1962 a 
quoted i n R i c h t e r . H , Dada Thames and Hudson. 
13. M o r r i s . D . The B i o l o g y o f A r t . (1962) 
14 0 Wingert.P. P r i m i t i v e A r t . (1962) 
15» see Steegman.J. V i c t o r i a n T a ste Thomas Nelson and 
Sons, London. (1970) p.18. see a l s o ; Osborne.H. 
A e s t h e t i c s and A r t Theory Longmans, Green and Co. 
London. ( 1 9 6 8 ) . p p l 100, 116, 113—130, 152—153, 
195» e t c . see a l s o t h e e n t r y under ' A e s t h e t i c * 
i n W i l l i a m s , R . Keywords Fontana, ( 1 9 7 6 ) . 
1 6 . quoted i n Steegman.J* V i c t o r i a n T a s t e , o p . c i t . p . 1 8 . 
17 . see Wollheim.R. A r t and i t s O b j e c t s Penguin Books. 
( 1 9 7 0 ) . see a l s o T a y l o r . R . 'A M a r x i s t Concept o f 
A r t ' , i n R a d i c a l P h i l o s o p h y No .5« see a l s o W i l l i a m s , R . 
Keywords o p . c i t . 
18 . Andre M a l r a u x . quoted by Osborne.H. i n A e s t h e t i c s 
and A r t Theory o p . c i t . p.85. 
19 . quoted by Osborne.H, A e s t h e t i c s and A r t Theory o p . c i t , 
p « 6 . 
20 . A t r a p which Jean Duvignaud, i n h i s The S o c i o l o g y 
o f A r t P a l a d i n , London. (1972) seems t o f a l l i n t o . 
2 1 . The imp o r t a n c e o f John B e r g e r ' s work, as i n h i s 
Ways o f Seeing, BBC & Penguin Books, (1972) i s t h a t 
he a t t e m p t s t o do t h i s . He d i s t i n g u i s h e s t h e t r a d i t i o n 
as i t i s s a i d t o e x i s t , f r o m t h e g e n e r a l i t y o f work 
as i t was made, and l o o k s a t t h e r e l a t i o n s h i p between 
th e c o n s t r u c t e d t r a d i t i o n , t h e g e n e r a l i t y o f a c t u a l 
work, and t h e e x c e p t i o n a l work t h a t b r e a k s out o f t h e 
c o n s t r u c t e d t r a d i t i o n , o n l y t o be h a i l e d as an example 
o f t h e g r e a t n e s s o f t h e t r a d i t i o n . 
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2 2 . Bloch.H.A. 'Towards t h e Development o f a S o c i o l o g y 
o f L i t e r a r y and A r t Forms.' American S o c i o l o g i c a l 
Review V o l . 8 . (19^3) 
2 3 . i b i d . 
2k, Laurenson.D. and Swingewood.A. The S o c i o l o g y o f 
L i t e r a t u r e . P a l a d i n . London. (1972) 
25* Duvignaud.J. The S o c i o l o g y o f A r t . P a l a d i n . London. 
(1972) 
26 . i b i d . 
27* i b i d . See, however f o r an e m p i r i c a l p o i n t a g a i n s t 
Duvignaud's statement t h e l i f e o f Co u r b e t , and 
Courbet's s t a t e m e n t on a r t and ' a r t f o r a r t ' s sake* 
on page 17 o f Courbet by A l e s s a n d r a P i n t o . Thames and 
Hudson.London. (1971) 
28 . Duvignaud.J. The S o c i o l o g y o f A r t , o p . c i t . 
2 9 . Laurenson.D. and Swingewood.A. The S o c i o l o g y o f L i t e r a t u r e 
o p . c i t . 
3 0 . i b i d . 
3 1 . There i s not space a t t h i s p o i n t t o a m p l i f y t h i s 
comment, but t h e argument w i l l be r e t u r n e d t o . 
I t i s f u n d a m e n t a l t o t h e approach o f t h e t h e s i s as a 
whole t h a t a s i m p l i s t i c ' b a s e / s u p e r s t r u c t u r e ' model be 
r e j e c t e d . For a w e l l argued M a r x i s t r e f u t a t i o n o f 
th e b a s e / s u p e r s t r u c t u r e model see, Sayer.D. 'Method 
and Dogma i n H i s t o r i c a l M a t e r i a l i s m * i n The S o c i o l o g i c a l 
Review : V o l . 2 3 . N o . N e w S e r i e s . November 1975. U n i v e r s i t y 
o f Keele. 
3 2 . Wollheim.R. ' S o c i o l o g i c a l E x p l a n a t i o n s o f A r t : 
Some D i s t i n c t i o n s . ' i n A l b r e c h t . ( e d ) . 
S o c i o l o g y o f A r t and L i t e r a t u r e . Duckworth. ( 1 9 7 ° ) 
33 . M a r t i n d a l e . A . The Rise o f t h e A r t i s t i n t h e M i d d l e 
Ages. Thames and Hudson, London. (1972) 
3*f. H a s k e l l . F . Patrons and P a i n t e r s : a Study i n t h e 
R e l a t i o n s Between I t a l i a n A r t and S o c i e t y i n t h e Baroque. 
C h a t t o and Windus. (1963) 
3 5 . Baxandal. P a i n t i n g and Ex p e r i e n c e i n F i f t e e n t h 
C e n t u r y I t a l y Oxford" U n i v e r s i t y Press. (1972) 
3 6 . B e r g e r . J . Ways o f Seeing BBC and Penguin Books. (1972) 
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37« By H e r b e r t Read see, f o r example; A r t and I n d u s t r y ; 
t h e P r i n c i p l e s o f I n d u s t r i a l D e s i g n . Faber and 
Faber. 2 nd e d i t i o n , (1944 ) 
The Meaning o f A r t Faber and Faber. 2 nd e d i t i o n 
r e p r i n t (1936) 
A r t Now; an I n t r o d u c t i o n t o the Theory o f Modern 
P a i n t i n g and S c u l p t u r e . Faber and Faber. r e v i s e d 
e d i t i o n . (193b) 
To H e l l w i t h C u l t u r e , and Other Essays on A r t and 
S o c i e t y Routledge and Kegan Pa u l . (1963) 
E d u c a t i o n Through A r t Faber and Faber. (19^3) 
3 8 . Hannema.S. Fads, Fakes and F a n t a s i e s ; The C r i s i s i n 
t h e A r t Schools and t h e C r i s i s i n A r t Macdonald. 
London. (1970) 
39» Dada and S u r r e a l i s m demonstrate c l e a r l y how even t h e 
most f r o n t a l c o n f r o n t a t i o n w i t h t h e a c c e p t e d d e f i n i t i o n s 
of a r t , c u l t u r e and th o u g h t can be embraced as but 
an o t h e r v a r i a n t o f t h e g i v e n and e s t a b l i s h e d c u l t u r e . 
Hence a l s o t h e problem w i t h w r i t t e n work o f a h i s t o r i c o -
s o c i o l o g i c a l n a t u r e on a r t : so many r e l a t i o n s h i p s 
must be e x c a v a t e d and demonstrated. I n t h i s t h e s i s , 
f o r i n s t a n c e , I i n c l u d e a c h a p t e r on t h e a r t market; 
a c h a p t e r w h i c h , t h r o u g h b e i n g o n l y one c h a p t e r , i s 
i n s u f f i c i e n t ; b u t , t o have o m i t t e d i t would have 
been t o i g n o r e one o f the most c e n t r a l elements i n t h e 
e x i s t e n c e o f V/estern a r t as a s p i r i t u a l and c u l t u r a l 
v a l u e t o d a y . 
JfO. A l l s o p p . B . The F u t u r e of t h e A r t s . Pitman, London. 
(1959) 
41 • A l l s o p p . B . S t y l e i n the V i s u a l A r t s . Pitman.London. 
(1956) 
42. Girapel.J. The C u l t o f A r t W e i d e n f e l d and N i c h o l s o n , 
(1969) 
43. i b i d , q u o t a t i o n f r o m d u s t j a c k e t o 
44. H i s most r e c e n t p u b l i c a t i o n , Keywords Fontana, (1976) 
deserved a b e t t e r c r i t i c a l r e a c t i o n t h a n i t g o t . The 
sense i n which he, i n Keywords i s e x c a v a t i n g a s e r i e s 
o f r e l a t i o n s and concepts w i t h o u t t e l l i n g a s t o r y 
perhaps e x p l a i n s some pu z z l e d r e a c t i o n s . 
45. s e e C u l t u r a l S t u d i e s 6, C u l t u r a l S t u d i e s and Theory 
a r t i c l e by Green.M. 'Raymond W i l l i a m s and C u l t u r a l 
S t u d i e s • . 
46. f o r example, t h e work of Lukacs, B r e c h t and Goldman. 
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.1. see f o r example: Arvon.H. M a r x i s t E s t h e t i c s t r a n s , f r o m 
French by Lane.H. C o r n e l l U n i v e r s i t y Press, I t h a c a and 
London, ( 1 9 7 3 ) . F i r s t p u b l i s h e d i n French ( 1 9 7 3 ) . 
a l s o t h e r e p u b l i c a t i o n o f L i f s h i t z . M . The P h i l o s o p h y 
o f A r t o f K a r l Marx t r a n s , f r o m Russian by Winn.R.3. 
P l u t o Press, London. (1973) 
see a l s o b i b l i o g r a p h i c n o te 1 on page v88 o f M a r x i s t 
E s t h e t i c s by Arvon.H. o p . c i t . A l s o B a x a n d a l l . L . 
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Chapter Three 
The Medieval and the Renaissance 
I n t r o d u c t i o n 
I f Morris was c o r r e c t i n arguing that the 
Medieval craftsman r e l a t e d to h i s work i n a manner 
s i m i l a r to that of the 19th century a r t i s t - i . e . , he 
had a d i r e c t r e l a t i o n to h i s product i n v o l v i n g c o n t r o l over 
h i s work i n matters of c r e a t i n g , making, designing, e t c . , -
i t would follow th a t i n the Middle Ages we would expect 
the concept of a r t , as now understood, to be absent. 
For, i f a l l manufacture i s a r t , then no manufacture i s 
• n o t - a r t ' : that i s , there i s no s p e c i a l c l a s s of work to 
be s p e c i a l l y considered and evaluated as something apart 
from other types of work. 
I n t h i s chapter I propose to examine (a) the 
evidence for the absence of a concept of a r t i n the Middle 
Ages; (b) the evidence f o r the c o n s t r u c t i o n of concepts 
of a r t and the a r t i s t as s p e c i a l c a t e g o r i e s of work and 
persons i n the l a t e Middle Ages and Renaissance. 
The examination here presented s h a l l be c u r s o r y . 
T h i s i s f i r s t l y because my i n t e n t i o n i s simply to r e f e r the 
reader to work a l r e a d y done, and secondly, to draw out the 
i m p l i c a t i o n s of t h i s work for an understanding of the s o c i a l 
c o n s t r u c t i o n of a r t i n the 19th and 20th c e n t u r i e s . I s h a l l 
r e t u r n at v a r i o u s points i n t h i s chapter to the a n a l y s i s of 
a r t presented by William Morris so as to make more p r e c i s e 
our understanding of h i s use of the Medieval as an e m p i r i c a l 
case to set against the present, and so as to explore 
f u r t h e r h i s a t t i t u d e to the Renaissance t r a d i t i o n . 
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•The Middle Ages, and the Absence of Art 
Various w r i t e r s have commented on the absence 
of a concept resembling the modern notion of a r t i n the 
Middle Ages. Andre1 Malraux s t a t e s that 
The Middle Ages had no more idea of the concept we 
express by the word ' a r t 1 than had the Greeks or 
E g y p t i a n s , who had no word to express i t . (1) 
And Harold Osborne has argued th a t 
through the g r e a t e r part of human h i s t o r y the 
s o ~ c a l l e d ' f i n e a r t s ' were regarded as h a n d i c r a f t s 
among others, not d i s t i n g u i s h e d as a c l a s s , and . . . 
a r t o b j e c t s l i k e products of human i n d u s t r y were 
designed to serve a purpose recognised and approved 
by the s o c i e t y i n which they a r o s e . . . (2) 
More s p e c i f i c a l l y K r i s t e l l e r has pointed out t h a t 
the term a r t i s t a cointed i n the Middle Ages i n d i c a t e d 
e i t h e r the craftsman or the student of the l i b e r a l a r t s . 
Neither for Dante nor f o r Aquinas has the term a r t 
the meaning we a s s o c i a t e with i t , and i t has been 
emphasised or admitted t h a t for Aquinas shoemaking and 
cooking, j u g g l i n g , grammar and a r i t h m e t i c , a r e no 
l e s s and i n no other sense a r t e s than p a i n t i n g and 
s c u l p t u r e , poetry and music, which l a t t e r a r e never 
grouped together, not even as i m i t a t i v e a r t s . (3) 
Given the absence of our modern concepts of a r t or the 
a r t i s t , i t i s hardly s u p r i s i n g t h a t Martindale i s able to 
point out th a t 
Before the f i f t e e n t h century there i s no evidence f o r 
any of the mystique which has s i n c e grown up around 
the Great A r t i s t . (*f) 
The l a c k of any conceptual s e p a r a t i o n of a r t 
from other work i s i l l u s t r a t e d i n a chapter 'Concerning the 
Manual A r t i f i c e r s ' i n a t r e a t i s e by Jean de Jandun w r i t t e n 
i n 1325 i n p r a i s e of P a r i s . ^ Note that i n the f o l l o w i n g 
e x t r a c t image makers, c o n s t r u c t o r s of instruments of war, 
makers of c l o t h e s and ornament, makers of bread and metal 
v e s s a l s , s c r i b e s , i l l u m i n a t o r s and bookbinders, are a l l 
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.run together as part of the same general grouping: 
We have a l s o thought to add something concerning those 
craftsmen working with t h e i r hands, i f i t w i l l not 
d i s p l e a s e the reader to consider them. Here indeed 
you w i l l f i n d the most ingenious makers of a l l s o r t s 
of image, whether c o n t r i v e d i n s c u l p t u r e or i n p a i n t i n g 
or i n r e l i e f . Here too you w i l l see the most cunning, 
c o n s t r u c t i o n s of instruments of war . . . Again 
you w i l l d i s c o v e r men preparing most d i l i g e n t l y 
c l o t h i n g and ornaments. 
We are not ashamed to mention here the makers 
of bread . . . nor yet the f a s h i o n e r s of metal v e s s e l s . . . 
The more i n t e n t l y the parchment=»makers, s c r i b e s , 
i l l u m i n a t o r s and bookbinders devote themselves i n 
the s e r v i c e of wisdom to the d e c o r a t i o n of t h e i r 
works, the more cop i o u s l y do the d e l i g h t f u l fountains 
of knowledge flow f o r t h from t h a t most profound source 
of a l l good t h i n g s . (6) 
There i s i n the above, t h e r e f o r e , a complete i n t e r m i x i n g 
of a c t i v i t i e s t h a t we should now d i s t i n g u i s h as a r t s , 
c r a f t s , and other forms of trade/work. 
The p o s i t i o n of the medieval 'master mason' i s 
i n d i c a t i v e of the d i f f e r e n t s o r t of work r e l a t i o n s d i s c u s s e d 
by Morris. The master mason i s the n e a r e s t e q u i v a l e n t 
to the modern a r c h i t e c t , but, as Bruce A l l s o p p makes 
c l e a r , h i s f u n c t i o n was fundamentally d i f f e r e n t from that 
understood today: 
the c l e r k of works was s u p e r i o r to the master mason 
i n the o r g a n i s a t i o n of the job. He / c l e r k of works/ 
was not a designer or c o n s t r u c t o r but an a d m i n i s t r a t o r 
who had a c l e a r conception of the scope of h i s 
r e s p o n s i b i l i t y which v/as to see that the work was 
financed and w e l l b u i l t without i n t e r f e r i n g with the 
design of i t . The r e s u l t was t h a t the a r c h i t e c t 
(the master mason) was not i n a p o s i t i o n of such 
a u t h o r i t y that he could impose the dead hand of the 
drawing o f f i c e on the whole of the work, nor was he 
weighed down with d u t i e s for which he had no a p t i t u d e . 
He had to look to h i s equals i n s t a t u s f o r the e s s e n t i a l 
d e c o r ation of h i s s t r u c t u r e and a way of working, a 
team s p i r i t , v/as developed which made p o s s i b l e a kind 
of design which could never have been achieved i f the 
a r c h i t e c t had been i n a p o s i t i o n to d i c t a t e and design 
e v e r y t h i n g h i m s e l f . (7) 
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The s o c i a l transformation through which the master mason 
became a r c h i t e c t i n v o l v e d not only an i n c r e a s i n g c o n t r o l 
over the b u i l d i n g , but, much more fundamentally, a change 
from being s e n i o r general planner and doer, to being 
designer/engineer/mental-worker* I t was i n the t h i r t e e n t h 
century that a r c h i t e c t s f o r the f i r s t time began to a s s e r t 
t h e i r i n t e l l e c t u a l and s c i e n t i f i c s k i l l over manual workers 
by a s e p a r a t i o n of o f f i c e and work: the non-manual-worker 
a r c h i t e c t began to s u p e r v i s e masons that he simply d i r e c t e d . 
B r u n e l l e s c h i , i n the f i f t e e n t h century, i l l u s t r a t e s the 
culmination of t h i s development when he comes to design 
t o t a l b u i l d i n g s as one-man-designed-units down to the l a s t 
d e t a i l : the workers then become simply the executors of 
a p l a n . 
I t i s evident from the m a t e r i a l I have quoted 
thus f a r that there were d i s t i n c t i o n s between d i f f e r e n t 
types of work i n the Middle Ages. Moreover, there was a 
d i s t i n c t i o n between those who work with t h e i r hands, and 
those who do not. The opening sentence i n the e x t r a c t 
from Jean de Jandun's t r e a t i s e was 
We have a l s o thought to add something concerning those 
craftsmen working with t h e i r hands, i f i t w i l l not 
d i s p l e a s e the reader to consider t hem.(9) 
Not only, however, are the general d i v i s i o n s l e s s marked, 
but, d e s p i t e the obvious condescension towards "those craftsmen 
working with t h e i r hands", there i s no s e p a r a t i o n w i t h i n 
these c r a f t s between the d e s i g n i n g / c r e a t i n g aspect of making, 
and the p h y s i c a l 'putting-together' of making. Thus, while 
there was a d i v i s i o n between the i n t e l l e c t u a l / s o c i a l / p o l i t i c a l 
e l i t e s , and those who used t h e r e hands, the r e was not a 
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between those who worked with t h e i r hands, and those who 
•thought up', designed or invented that which those who 
worked with t h e i r hands were to make: r a t h e r the designer 
and the maker were one and the same. Image-makers, 
book-binders, bread-makers, makers of instruments of war, e t c . , 
were a l l craftsmen - were a l l involved i n t h i n k i n g about 
how to make, and a c t u a l l y making. As Marx puts i t : 
The l i m i t e d commerce and the l a c k of good communications 
between i n d i v i d u a l towns, the l a c k of population, and 
l i m i t e d needs did not permit a higher d i v i s i o n of 
labour. Every man who s e t out to become a master 
craftsman had to be p r o f i c i e n t i n the whole of h i s 
c r a f t . (10) 
And, using the word ' a r t i s t i c ' i n i t s modern sense, Marx 
makes e x a c t l y the same point as Morris concerning the 
i m p l i c a t i o n s of such a s o c i a l system for the nature of 
work and what was p o s s i b l e w i t h i n the w o r k - s i t u a t i o n ; 
The medieval craftsmen s t i l l e x h i b i t e d an i n t e r e s t 
i n t h e i r s p e c i a l work, and t h e i r s k i l l i n i t which 
could develop to a c e r t a i n l i m i t e d a r t i s t i c t a l e n t . 
(11) 
TJxat i s , not being part of a complex d i v i s i o n of labour, 
the worker i n many f i e l d s had to have a s k i l l and a c o n t r o l 
over h i s work which n e c e s s i t a t e d t h a t h i s r e l a t i o n to h i s 
work involved that degree of freedom, c o n t r o l and c r e a t i v i t y 
12 
that we now c a l l a r t i s t i c . 
When William Morris t a l k e d about there being, i n 
the Middle Ages, a s i t u a t i o n i n which ' a r t ' was an i n t e g r a l 
part of production, and not an a d d i t i o n , a f r i l l , or a 
t h i n g a p p l i e d afterwards, he was i n f a c t t a l k i n g about a 
s i t u a t i o n i n which there was no perceived s e p a r a t i o n of 
s t y l e / d e s i g n from f u n c t i o n or purpose or content. Lacking 
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notions of ' s t y l e 1 there was the p o s s i b i l i t y of freedom 
w i t h i n a defined t r a d i t i o n . A l l s o p p has pointed t h i s out 
i n s a y i n g that 
There was, of course, no c o n f l i c t of s t y l e s or a e s t h e t i c 
t h e o r i e s to b e d e v i l r e l a t i o n s h i p s between the v a r i o u s 
t r a d e s on the job. (1*0 
For, he argues, the medieval a r t i s t s 
thought of themselves as tradesmen not as demi-gods, 
and i t was perhaps advantageous tha t no matter how 
s u c c e s s f u l a man might become as g l a z i e r , s c u l p t o r 
or a r c h i t e c t h i s s t a t u s remained a r e l a t i v e l y humble 
one. (15) 
F u r t h e r ; 
For such men as p r a c t i s e d the a r t s i n the Middle. Ages 
the presumption i m p l i e d by a bold r e j e c t i o n of t r a d i t i o n 
was unthinkable . . . . . Such fame a s they could 
hope f o r had to come through work recognised as w e l l 
done. Thus there was an i n c e n t i v e to improve techniques 
and most of the advances i n medieval design must have 
seemed to be t e c h n i c a l improvements. (16). 
The Renaissance 
I t was during the Renaissance t h a t the a r t i s t 
developed as a producer of a s p e c i a l i s t product with a new 
kind of s t a t u s . The emergence of the a r t i s t , and the 
emergence of 'art • as a s p e c i a l s o r t of work and a s p e c i a l 
s o r t of product i s a s s o c i a t e d with a complex of other 
economic, p o l i t i c a l and s o c i a l changes: what concerns us 
here, however, i s not an a n a l y s i s of these changes, but 
a b r i e f d e t a i l i n g of the way they r e l a t e to the a r t i s t , 
17 
(to the p a i n t e r and s c u l p t o r ) and to h i s a r t . 
Having e s t a b l i s h e d i n o u t l i n e the nature of the 
s o c i a l changes as they a f f e c t p a i n t i n g / s c u l p t u r e and the 
producers of such work, we s h a l l have e s t a b l i s h e d ; 
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(a) i d e a l types of the medieval craft/work r e l a t i o n s , 
and of the Renaissance a r t i s t ; 
(b) that the development of the a r t i s t (and of a r t as 
a s o c i a l concept) i s a s s o c i a t e d with 
( i ) changes i n the c l a s s s t r u c t u r e i n I t a l y , 
17 
and l a t e r i n the r e s t of Europe ; 
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( i i ) the development of m e r c a n t i l e c a p i t a l i s m ; 
( c ) that the development of a r t and the a r t i s t i s 
part of the development of a more marked d i v i s i o n 
of labour and a more marked s e p a r a t i o n of the 
19 
manual from the mental i n work. 
Having i n d i c a t e d something of these changes we s h a l l be 
i n a p o s i t i o n f u r t h e r to consider Morris's a n a l y s i s of 
h i s own period. 
More fundamentally, however, the i m p l i c a t i o n s 
of work a l r e a d y done w i l l have been drawn together. 
P r i m a r i l y t h i s work demonstrates c l e a r l y t h a t , as I suggested 
i n chapter one, a r t and the a r t i s t i s a s o c i a l c o n s t r u c t . 
That i s , not only i s the a r t i s t ( as something more than 'a 
man who p a i n t s ' ) a s o c i a l construct (a s o c i a l r o l e i n a 
p a r t i c u l a r type of s o c i e t y ) , but, more importantly, the 
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a t t i t u d e to p a i n t i n g as a p a r t i c u l a r s o r t of image making 
i s a s o c i a l c o n s t r u c t : the a t t i t u d e to ' a r t ' as h e r i t a g e , 
as embodied genius, e t c e t e r a , i s a s o c i a l c o n s t r u c t . 
E q u a l l y , of course, the p o s s i b i l i t y of genius being expressed 
through and recognised i n p a i n t i n g (as a r t ) and not i n other 
types of work i s a s o c i a l c o n s t r u c t . 
To e l a b o r a t e f u r t h e r would be to pre-empt d i s c u s s i o n s 
l a t e r i n the t h e s i s . S u f f i c e i t here to say t h a t the 
importance of i n d i c a t i n g t h a t a r t i s a s o c i a l c o n s t r u c t 
i s not simply so t h a t we may understand what s o r t of a 
c o n s t r u c t i t i s , or what i t was t h a t , i n the 19th and 20th 
c e n t u r i e s became a ' p u b l i c ' concern: r a t h e r i t i s important: 
i n order t h a t , i n l a t e r c h a p t e r s , i t s h a l l be understood 
c l e a r l y t h a t , i n d i s c u s s i n g the s o c i a l i m p l i c a t i o n s and 
meanings of s t a t e promotion of a r t j and the a r t market 
i n r e l a t i o n to a r t and the producers p o s i t i o n i n r e l a t i o n 
to h i s / h e r a r t , we are not simply d i s c u s s i n g d i f f e r e n t 
ways of understanding or promoting or d e a l i n g with a given 
phenomenon; r a t h e r we are seeking to a n a l y s e the very 
e x i s t e n c e of a r t as a phenomenon = how t h a t e x i s t e n c e 
i s bound up w i t h a p a r t i c u l a r form of c l a s s s o c i e t y ; how 
d i s p u t e s over the nature of the phenomenon are not simply 
d i s p u t e s , over, for example, whether a r t should be ' p u b l i c ' 
or p r i v a t e ; r a t h e r they a r e over what a r t i s and how i t 
Bhould e x i s t . 
The C o n s t r u c t i o n of the A r t i s t 
I t i s at the time of Leonardo, Michelangelo and 
Raphael that the Medieval conception of the p a i n t e r as 
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craftsman began to be s e r i o u s l y c h a l l e n g e d . Leonardo 
i n h i s book, 'Paragone' put forward an e l a b o r a t e compar-
r i s o n betv/een p a i n t e r s and poets, attempting to demonstrate 
that p a i n t i n g and s c u l p t u r e were ' t h e o r e t i c a l ' a r t s - thus 
c h a l l e n g i n g both the p o s i t i o n of the p a i n t e r , and the s o c i a l 
meaning and value of that which the p a i n t e r produced. 
Part of the attempted (and s u c c e s s f u l ) e l e v a t i o n 
of p a i n t i n g to a t h e o r e t i c a l a r t came from the emphasis 
on p e r s p e c t i v e , the theory and p r a c t i c e of proportion, 
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drawing from masters, from r e l i e f s , and from nature - i n 
g e n e r a l an emphasis on a s c i e n t i f i c approach: i . e . a mental 
and i n t e l l e c t u a l , r a t h e r than ' c r a f t ' approach. Pevsner 
i n d i c a t e s the extent of the change i n the p o s i t i o n of the 
p a i n t e r when he s a y s t h a t 
I n consequence of Leonardo's teachings . . . the 
connoisseur was asked to f o l l o w the i n t u i t i o n of the 
a r t i s t and to a c q u i r e the d i s c r i m i n a t i o n i n d i s p e n s i b l e 
for a p p r e c i a t i n g the a e s t h e t i c value of the new 
s t y l e . (21) 
Jean de Jandun, t h e r e f o r e , had mentioned "image makers" w i t h 
the apology, " i f i t w i l l not d i s p l e a s e the r eader to c o n s i d e r 
them.": those f o l l o w i n g Leonardo were demanding not merely 
c o n s i d e r a t i o n , but that they be followed as experts who 
l e a d . The very idea of being a 'connoisseur - one who knows, 
and one who the a r t i s t s h a l l l e a d and who s h a l l understand 
the a r t i s t - was an innovation, f o r , as Martindale p o i n t s 
out; i n the Middle Ages 
There i s i n f a c t l i t t l e evidence for an informed i n t e r e s t 
i n the a r t s by n o n - a r t i s t s at a l l . Nothing i s , indeed, 
more s t r i k i n g than the apparent apathy towards a r t , (22) 
One might add, here, of course, t h a t Martindale's "apathy" i s 
h a r d l y s u p r i s i n g given that the phenomenon to be a p a t h e t i c 
towards had no s o c i a l e x i s t e n c e . 
The c r e a t i o n of the phenomenon of a r t was i n part" 
the c r e a t i o n of a new "status f o r the c r e a t o r of a r t - the 
a r t i s t . Thus Michelangelo did not wish f o r p l e b e i a n 
a p p r e n t i c e s , and h i s famous statement; 
I have never been a p a i n t e r or s c u l p t o r such as those 
who make t h e i r b u s i n e s s of i t . (23) 
i n d i c a t e s the extent of the perception of the a r t i s t as 
a gentleman - he would do the work w e l l , but would not s e l l 
on the open market as an ordinary tradesman. 
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The change i n s t a t u s f o r the p a i n t e r and h i s 
product were, of course, connected with general changes 
i n the i n t e l l e c t u a l c u l t u r e of the r u l i n g c l a s s e s i n I t a l y , 
V i l l a n i ' s i n c l u s i o n of Gio t t o and other a r t i s t s and s c u l p t o r s 
i n h i s accounts of famous men i s i n d i c a t i v e of the change: 
the change i t s e l f i s connected with the r e v i v a l of i n t e r e s t 
i n c l a s s i c a l c u l t u r e . 
I t i s worth emphasising, however, that f a r from 
the new p o s i t i o n of the p a i n t e r and s c u l p t u r e as a r t i s t 
being a simple and obvious part of a ' r e - b i r t h * ( R e n a i s s a n c e ) 
of c u l t u r e (the C l a s s i c s and the C l a s s i c a l ) the process 
was h i g h l y s e l e c t i v e . For t h e r e are i n f a c t few grounds 
i n c l a s s i c a l l i t e r a t u r e on which to co n s t r u c t the 
s o r t s of ideology of a r t and the a r t i s t t h a t were to follow 
from the Renaissance developments. T h i s must be emphasised 
so as to make c l e a r that v/hat happened i n the Renaissance 
i n I t a l y , and l a t e r i n other p a r t s of Europe, i s seen as 
part of the developments of t h a t time, i n r e l a t i o n to t h a t 
socio/economic order, r a t h e r than as simply the r e - e s t a b l i s i n g 
of l i n k s with a c l a s s i c a l c i v i l i s a t i o n broken by the dark 
25 
agese 
The a r t i s t i n Ancient Rome, for i n s t a n c e , was not 
a respected f i g u r e i n the sense that some Renaissance f i g u r e s 
became r e s p e c t e d . Neither, for that matter, was he a 
26 
p a r t i c u l a r l y d i s - r e s p e c t e d f i g u r e : r a t h e r he was, as 
i n l a t e r c e n t u r i e s , a craftsman among other craftsmen. 
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P l i n y and V i t r u v i u s , w r i t i n g about p a i n t i n g , both 
d i s p l a y a marked d i s l i k e f o r the p a i n t i n g and s c u l p t u r e of 
t h e i r own times: i n f a c t much of the l i t e r a r y evidence 
s u r v i v i n g from ancient Rome suggests t h i s v e n e r a t i o n for 
a past ( a Greek i d e a l ) and a c o n t r a s t i n g d i s r e g a r d for t h e i r 
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own p a i n t i n g and s c u l p t u r e . ' P l u t a r c h , w r i t i n g i n 
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• P e r i c l e s ' i l l u s t r a t e s a not uncommon anc i e n t a t t i t u d e 
towards the p a i n t e r or s c u l p t o r when he s a y s ; 
No youth of proper c h a r a c t e r , from s e e i n g the Zeus 
at Olympia or the Hera at Argos, longs to be P h i d i a s 
or P o l y c l i t e s . . . For i t does not of n e c e s s i t y 
follow t h a t , i f the work d e l i g h t s you with i t s grace, 
the one who has wrought i t i s worthy of your esteem. 
T h i s a t t i t u d e i s of course an upper c l a s s a t t i t u d e - the 
a t t i t u d e of the educated wealthy man of the i m p e r i a l Roman 
E m p i r e But P l u t a r c h i s here t a l k i n g about two of the most 
renowned Greeks i n t h e i r f i e l d s - very much i n the same 
sense a s an eighteenth century w r i t e r could have looked 
back to Michelangelo, Raphael or Leonardo: the eighteenth 
century w r i t e r would, however, have shown a r e s p e c t for the 
c r e a t o r t h a t P l u t a r c h f l a t l y r e j e c t s . 
I t was not, t h e r e f o r e , the a t t i t u d e of P l u t a r c h , 
P l i n y or V i t r u v i u s to the a r t of t h e i r time, or the a r t i s t s 
of t h e i r own time that i n t e l l e c t u a l s of the Renaissance i n 
I t a l y c i t e d as j u s t i f i c a t i o n of t h e i r a t t i t u d e to a r t and 
the a r t i s t : r a t h e r they concentrated on the I m p e r i a l 
Roman general a t t i t u d e of r e s p e c t for the Greek past, and 
on C i c e r o ' s use of d i s c u s s i o n s of a r t as an analogy when 
d i s c u s s i n g something e l s e . 
I n the a n c i e n t Greek and ( e s p e c i a l l y ) Roman period 
there i s evidence f o r a c u l t of the ornate, the b e a u t i f u l , 
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the expensive, the antique, and the Greek past, there i s 
no evidence f or the a r t i s t as a man of rank or importance 
as a r t i s t . That development was p e c u l i a r to the Renaissance, 
and was part of the r e i n t e r p r e t a t i o n of the c l a s s i c a l a r t i s t 
i n the Renaissance. Leonardo's emphasis on the a r t i s t 
as gentleman was something new, when he could say; 
the p a i n t e r s i t s at h i s ease i n front of h i s work, 
dressed as he p l e a s e s , and moves h i s l i g h t brush with 
the b e a u t i f u l c o l o u r s . . . often acompanied by 
musicians or rea d e r s of v a r i o u s b e a u t i f u l works. (29) 
Leonardo makes p a i n t i n g sound almost c a s u a l . Dtirer, 
v i s i t i n g Venice, i n d i c a t e s the r e a l i t y of Leonardo's 
claims f o r the jpainter when he wrote; 
here I am a gentleman, at home a sponger. (30) 
The other s i d e of being a gentleman i s i n d i c a t e d when A l b e r t i 
could recommend to a r c h i t e c t s t h a t they should only work 
for persons of q u a l i t y , becausej 
your work l o s e s i t s d i g n i t y by being done f o r mean 
persons. (31) 
There are two f u r t h e r a s p e c t s of the c o n s t r u c t i o n 
of the a r t i s t t h a t ought here to be mentioned* f i r s t , the 
i d e a that a r t could be valued i n terms other than monetary = 
tha t i s i n terms other than those based on labour-time and 
m a t e r i a l c o s t s : second, the idea of the a r t i s t as e c c e n t r i c . 
Both these ideas are r e l a t e d to the general development of 
the concepts of a r t and a r t i s t ; e c c e n t r i c i t y , b e c a u s e t h i s 
was a p r a c t i c e not allowable i n a craftsman - a tradesman; 
'value', i n terms other than money., because t h i s a g a in 
r e l a t e s to being not ordinary - not a mere paid worker. 
"52 
V a s a r i d e p i c t s Leonardo j u s t i f y i n g long pauses i n h i s 
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work to the Duke of Milan by s a y i n g 
Men of genius sometimes accomplish most when they 
work the l e a s t ; f o r they a r e t h i n k i n g out i n v e n t i o n s . 
(33) 
I n a craftsman t h i s would be an e x t r a o r d i n a r y (and unacceptable) 
attempt to j u s t i f y l a z i n e s s ; to modern e a r s , and i n r e l a t i o n 
to the a r t i s t , i t sounds almost p l a u s i b l e . Men who "accom-
p l i s h most when they work the l e a s t ; " are obvious p r e c u r s o r s 
of the 19th century Bohemian, 
The point about a r t being valued i n terms other 
than normal p r i c e / t i m e / m a t e r i a l s senses i s i l l u s t r a t e d by 
another s t o r y from V a s a r i , Donatello i s s a i d to have been 
making a bust for a merchant. The merchant c l a i led he 
was overcharged f o r the work, which had only taken a month, 
Donatello i s s a i d to have responded by t e l l i n g the merchant 
that 
he ^the merchant/ was the kind of man who could r u i n the 
f r u i t s of a y e a r ' s t o i l i n the hundredth part of an 
hour; 
and with that Donatello 
threw the bust down i n t o the s t r e e t where i t s h a t t e r e d 
i n t o p i e c e s , and added that the merchant had; shown 
he was more used to b a r g a i n i n g for beans than f o r 
bronzes. (3*0 
The point about t h i s s t o r y i s not whether i t i s , or i s not, 
t r u e ; r a t h e r i t i s s i g n i f i c a n t i n that there was a p o s s i b i l i t y 
that i t was t r u e ; i t i s a s t o r y that could be t o l d of a 
well-known a r t i s t . I t i l l u s t r a t e s t h e r e f o r e a new a t t i t u d e 
to t h a t which we now c a l l a r t i a r t was no o r d i n a r y commodity. 
I t i s to be noted, however, th a t alongside t h i s 
emergence of a way of v a l u i n g a r t beyond time and m a t e r i a l s , 
10? 
t h e r e was a l s o growing up i n f i f t e e n t h and s i x t e e n t h c e n t u r y 
I t a l y the beginnings of an a r t market. As we know today, 
the idea that a r t has a value t h a t i s i n some way not 
measurable i n ord i n a r y terms, and the e x i s t e n c e of an a r t 
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market, f a r from being c o n t r a d i c t o r y , a r e c l o s e l y r e l a t e d . 
Renaissance Art as an Upper-Class Phenomenon 
The terms which I have been employing thus f a r , 
l i k e Medieval, and Renaissance, are i n e x a c t , and through 
s p e c i f y i n g 'periods' tend to f r e e z e not only the c o n t i n u i t y 
and change, but a l s o the c l a s s r e l a t i o n s w i t h i n these changes. 
The sense i n which, however, the change from the 
i d e a l - t y p i c a l Medieval ' n o t - a r t ' s i t u a t i o n to the Renaissance 
s i t u a t i o n i s a l s o a change i n v o l v i n g the c o n s t r u c t i o n of 
a r t as an upper c l a s s phenomenon (and not simply changes of 
name, fu n c t i o n and ideas about a r t ) comes out c l e a r l y i n 
the new language of t a s t e or a e s t h e t i c s ^ 
I n the Renaissance d i s c u s s i o n s of a r t came to take 
place w i t h i n the context of a general formula - beauty = 
nature = reason = a n t i q u i t y . Disagreements took place 
w i t h i n t h i s framework, and could, f or i n s t a n c e , centre on 
the d i f f e r e n t ways of c i t i n g a n t i q u i t y . Such a d i s c o u r s e 
of a r t became, t h e r e f o r e , a d i s c o u r s e of the educated -
those who knew about a n t i q u i t y , and read L a t i n . I n t h i s 
sense a r t was becoming by d e f i n i t i o n s o c i a l l y e x c l u s i v e . 
I t i s to be noted, furthermore, t h a t the language 
of a p p r e c i a t i o n , using such terms as decorum, grace, and 
•maniers' was der i v e d from the language a p p l i e d to the s o c i a l 
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•behaviour of gentlemen. Moreover, such terms of a p p r e c i a -
t i o n were a p p l i e d i n a g e n e r a l sense - not a t e c h n i c a l sense: 
the t e c h n i c a l language of the maker of t h i n g s was taboo, 
f o r a t e c h n i c a l language i m p l i e d manual work: i t i m p l i e d 
doing t h i n g s , and knowing how to do them. The g e n e r a l 
language that evolved, t h e r e f o r e , was the language of the 
non-manual-worker-connoisseur i n connection with the r e f e r e n c e s 
and symbolism of an i n t e l l e c t u a l e l i t e educated i n the 
l i t e r a t u r e of a n c i e n t Rome and G r e e c e . ^ 
I n connection with the u p p e r - c l a s s nature of the 
new a r t i t should be noted f i n a l l y t h a t the new s t y l e s were 
g e n e r a l . That i s , s t y l e s were no longer confined w i t h i n the 
p a t t e r n of pre-Renaissance r e g i o n a l d i f f e r e n c e s ; r a t h e r they 
were part of the general p a t t e r n of the I t a l i a n Renaissance 
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educated upper class,, 
The Academy and the Decline of the Region or L o c a l i t y 
The Medieval p a i n t e r or s c u l p t o r was a member of 
a g u i l d : as such he served a long a p p r e n t i c e s h i p , and, 
as a g u i l d member, h i s work was protected and c o n t r o l l e d . 
The r u l e s of the p a i n t e r ' s g u i l d at Genoa, f o r i n s t a n c e , 
included the s t i p u l a t i o n t h a t nobody was allowed to paint 
at Genoa without having gone through seven y e a r s of l o c a l 
a p p r e n t i c e s h i p : moreover, nobody was to employ more than 
one apprentice, so that, when ther e was a s u r p l u s of work, 
work would be passed to l e s s busy g u i l d members. I n 
a d d i t i o n the r u l e s forbad the import of p i c t u r e s , and the 
immigration i n t o Genoa of non Genoan p a i n t e r s was forbidden. 
The new Renaissance a r t i s t , i f s u c c e s s f u l , was 
an i n d i v i d u a l , a s p e c i a l i s t , and a man who might move i n 
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high s o c i a l c i r c l e s * The Renaissance a r t i s t i s t h e r e f o r e 
the a n t i t h e s i s of the Medieval g u i l d craftsman. He i s 
i n competition with h i s f e l l o w a r t i s t s , and as such i s 
not confined by r u l e s r e s t r i c t i n g import of p i c t u r e s i n t o 
d i f f e r e n t towns, or r e s t r i c t i n g the p o s s i b i l i t y of an 
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a r t i s t working i n a town of h i s choosing. 
The c o n s t r u c t i o n of the a r t i s t and of ' a r t ' i s 
t h e r e f o r e r e l a t e d to the d e c l i n e of the G u i l d s . During 
the Renaissance i n I t a l y i n f a c t we f i r s t see the development 
of 'academies' of a r t , providing a forum f o r p a i n t e r s and 
a r t i s t s , enabling them a l s o to a c t a g a i n s t remaining g u i l d 
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r e s t r i c t i o n s . The E a r l y I t a l i a n academies of a r t are 
not t y p i c a l of the s o r t that were to develop l a t e r i n the 
r e s t of Europe: they are s i g n i f i c a n t , however, to our 
d i s c u s s i o n here i n t h a t they were f r e q u e n t l y 'protected' 
by l e a d i n g a r i s t o c r a t s ; membership was open to people 
outside the p a r t i c u l a r l o c a l i t y , and renowned a r t i s t s from 
other a r e a s were encouraged to j o i n academies protected 
by l e a d i n g a r i s t o c r a t s . Thus, as an academy member, the 
a r t i s t would become a member of a group patronised by the 
upper c l a s s , and not rooted i n terms of personnel i n any 
s p e c i f i c geographical r e g i o n . The new academies t h e r e f o r e 
symbolise the changed p o s i t i o n of the p a i n t e r - the t r a n s f o r -
kz 
mation of the p a i n t e r i n t o the a r t i s t . 
W illiam Morris: The Renaissance and the Death of Art 
In conventional a r t h i s t o r y the Renaissance i s 
the s t a r t of something new: Morris by c o n t r a s t saw R e n a i s -
sance a r t as the end of an e r a : the Renaissance a r t was 
founded on the Middle Ages, and, being an i n d i v i d u a l i s t 
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achievement, i t f i n i s h e d with the death of the i n d i v i d u a l s 
i n v o l v e d . 
The absence of a r t ( p l e a s u r e of l i f e ) i n g e n e r a l 
work i n the 19th century, and the problems of the a r t 
produced by those c a l l e d ' a r t i s t s ' i n the 19th century, 
Morris t r a c e d back to the Renaissance. 
when i t comes to e x p l a i n i n g why the labour on which 
depends the well-being of the a r t s or i n other words 
the pl e a s u r e of l i f e i s i n i t s present c o n d i t i o n of 
s l a v i s h n e s s I must t e l l you that s i n c e the 15th centuryy 
a great change has taken place i n the s o c i a l c o n d i t i o n 
of the people at l a r g e , which some people ignore, and 
which more s t i l l are contented with as a p o s i t i v e 
g a i n . . . 
The Renaissance was a period of great a c t i v i t y , and great 
t a l e n t , but i t was founded on what had gone before. I t 
was a l s o the period i n which work became degraded i n g e n e r a l , 
and a r t became "a caput mortuura of academical pedantry", 
an e l i t e a c t i v i t y which "despised a l l genuine and s i n c e r e 
attempts at the expression of the thought of man by means 
of a r t " . Thus, to take the quotation i n f u l l ; 
the s l a v e r y which the days of the Renaissance brought 
on a l l labour was at f i r s t but l i t t l e f e l t i n the a r t s } 
but as time went on, the medieval t r a d i t i o n of work 
died out, and very s p e e d i l y too, and the genius of 
the i n d i v i d u a l a r t i s t s was buried i n t h e i r graves, 
or f l i c k e r e d feebly i n c e r t a i n narrow c i r c l e s , and a l l 
that was l e f t us of t h a t wonderful and much behymned 
new b i r t h was a caput mortuum of academical pedantry, 
which, looking down on the world from the serene 
heights of c u l t i v a t e d s t u p i d i t y despised a l l genuine 
and s i n c e r e attempts at the e x p r e s s i o n of the thought 
of man by means of a r t , and above a l l despied the 
people, the true source of a l l a r t , as of a l l wealth, 
as base mechanical drudges, and brute beasts j u s t good 
enough to wait upon t h e i r f e l l o w s for the h i r e of 
dogs'wages. (Mf) 
E s s e n t i a l l y here Morris i s summarising an i n d i v i d u a l i s t a r t 
which i s denied to the mass of the population. 
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Morris i n no sense denies the achievement of the great 
i n d i v i d u a l s of the Renaissance? i n f a c t he c a l l s them 
some of the most g i f t e d men the world has ever seen, 
the blossom of a l l those c e n t u r i e s of f r e e a r t which 
had gone before them. (^6) 
I t was, i n f a c t , the very greatness of the i n d i v i d u a l 
Renaissance a r t i s t s that prevented people at the time s e e i n g 
what was happening, and which, Morris argues, has prevented! 
many s i n c e from understanding the r e a l s o c i a l changes 
i n v o l v e d . For, the very b r i l l i a n c e of some Renaissance 
a r t i s t s 
has quite h i d from many of us even at the present 
day the s i c k n e s s of a l l that s i d e of a r t which 
depended not on i n d i v i d u a l genius but on c o l l e c t i v e 
genius or t r a d i t i o n ; a l l that great mass of a r t i n 
s h o r t which we now j u s t l y c a l l popular, or the a r t of 
the people; (^7) 
With the death of the great Renaissance a r t i s t s , Morris 
argued, there was l e f t i n the f i e l d of the " i n d i v i d u a l i s t 
a r t s " only 
a s o - c a l l e d a r t which prided i t s e l f on being e x c l u s i v e , 
narrow, and u n i n t e r e s t i n g ; (**8) 
As to a r t i n g e n e r a l , "the a r t s of the people"; 
they had become i n c o u n t r i e s where a r t had f l o u r i s h e d 
most, as i n I t a l y , a kind of n e c e s s a r i l y t o l e r a t e d 
appendage to i n t e l l e c t u a l a r t . (^9) 
Now Morris has, i n these few quotations, touched 
on s e v e r a l p o i n t s of importance. F i r s t l y , and c r u c i a l l y , 
he has i d e n t i f i e d a r e l a t i o n between the r i s e of the 
great i n d i v i d u a l a r t i s t , and the degradation of work i n 
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g e n e r a l . Secondly he has i d e n t i f i e d the development of 
a h i e r a r c h y of a c t i v i t i e s , w i t h i n which the i n d i v i d u a l i s t 
a r t s as they developed i n the Renaissance are seen as the 
great achievements, and "the a r t s of the people" become 
"a kind of n e c e s s a r i l y t o l e r a t e d appendage". These two 
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points a r e of course c l o s e l y r e l a t e d . The r i s e of the 
* 
a r t i s t as v i s u a l / i n t e l l e c t u a l s p e c i a l i s t and c r e a t o r i s 
part of the development of a more complex d i v i s i o n of labour, 
and the h i e r a r c h y of v a l u e s v/ithin which a r t i s the highest-
value i s the ideology r e l a t e d to that d i v i s i o n of labour. 
The p i c t u r e , t h e r e f o r e , that Morris i s c r e a t i n g 
of the Renaissance i s of the e l e v a t i o n of p a i n t i n g and 
s c u l p t u r e to i n t e l l e c t u a l a r t , and the consequent r e l a t i v e 
downgrading of other work and popular a r t : f u r t h e r , the 
c o n s t r u c t i o n of a p a r t i c u l a r ideology of e x c l u s i v e n e s s of 
a r t i s involved (the a r t i s t as a gentleman i s part of t h i s , 
as we saw e a r l i e r ) and f o l l o w i n g from t h i s i s the f a c t 
t h a t a r t was becoming something only a v a i l a b l e f o r a p a r t i c u l a r 
s o c i a l c l a s s . As the beginnings of a developing d i v i s i o n 
of labour involved the beginnings of the break-down of the 
l i m i t e d a r t i s t i c p o s s i b i l i t i e s of the Kiddle Ages, so those 
who were not to produce a r t ( a s Morris defined i t ) were a l s o 
not to use/consume what v/as l e f t of a r t ( i n t e l l e c t u a l a r t ) , 
f o r t h a t was defined by i t s e x c l u s i v e n e s s . 
Conclusions 
I n t h i s chapter s e v e r a l t h i n g s have been done. 
F i r s t l y b r i e f i d e a l types have been s e t out o f the Medieval 
workman/craftsman, and the Renaissance a r t i s t . Secondly, 
a g a i n s t t h i s background, I have attempted to i n d i c a t e some 
of the t h i n g s involved i n the c r e a t i o n o f the p a i n t e r / s c u l p t o r 
as a r t i s t . I have attempted, tha t i s , to i n d i c a t e the 
p o s s i b i l i t y of a high s o c i a l s t a t u s for i n d i v i d u a l a r t i s t s 
as a r t i s t s ; the emergence of e c c e n t r i c l i f e - s t y l e s ; the 
development o f the idea that a r t be not measurable i n the 
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same terras as other commodities; the d e s t r u c t i o n of g u i l d s 
and c r e a t i o n of academies; the development of a h i e r a r c h y 
of v a l u e s , with a r t at the top; the d e s t r u c t i o n of r e g i o n a l 
v a r i a t i o n i n s t y l e and l o c a l c o n t r o l over a r t i s t i c production 
the c o n s t r u c t i o n of academies and geographical m o b i l i t y 
f o r renowned a r t i s t s . 
I have attempted furthermore to extend the 
d i s c u s s i o n of W i l l i a m Morris's a n a l y s i s through f u r t h e r 
examining h i s remarks on the Medieval work r e l a t i o n s , and 
a l s o noting h i s comments on the Renaissance, 
The main points being made i n the chapter -
the points t h a t are s i g n i f i c a n t for our understanding of 
19th and 20th century developments - can be summarised as 
f o l l o w s : 
1, The a r t i s t and a r t as s o c i a l c o n s t r u c t s are part of 
a developing d i v i s i o n of labour; 
2, A s s o c i a t e d with the developing d i v i s i o n of labour 
i s a new h i e r a r c h y of v a l u e s i n v o l v i n g a more t o t a l 
s e p a r a t i o n of c r e a t i v i t y from g e n e r a l manufacture: 
the a r t i s t becomes the most esteemed c r e a t o r (a 
•pure' c r e a t o r ) ; 
3, The new a r t i s a s s o c i a t e d with a s o c i a l e x c l u s i v e -
ness; academies are a s s o c i a t e d with a r i s t o c r a t i c 
patrons; the language and symbolism of a r t i s t h a t 
derived from c l a s s i c a l a n t i q u i t y - a c u l t u r e of 
the r u l i n g c l a s s e s . 
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Chapter Four 
Post Renaissance Developments 
I n t r o d u c t i o n 
T h i s chapter i s to be both a development of the 
l a s t chapter, and a preface to the main chapters to f o l l o w . 
I t i s a co n t i n u a t i o n of the l a s t chapter i n as f a r as 
I w i l l i n d i c a t e the s i g n i f i c a n c e of some of the ways i n 
which the p o s s i b i l i t i e s thrown up i n the Renaissance were 
taken up: i t i s a preface to the r e s t of the t h e s i s , i n 
that I w i l l be i n t r o d u c i n g some of the background for an 
understanding of what took place i n 19th and 20th century 
B r i t a i n , 
I n p a r t i c u l a r I s h a l l concentrate on the development 
of the academy as an i n s t i t u t i o n , and on the c l a s s nature 
of a r t as part of an ideology appropriate to s e c t i o n s of 
the v a r i o u s r u l i n g c l a s s e s - the r u l i n g c l a s s e s of the 
developing n a t i o n s t a t e s involved i n m e r c a n t i l e , and l a t e r 
i n d u s t r i a l , c a p i t a l i s m . 
The French academy 
The French Academy of a r t was founded i n 16^8, 
despite some g u i l d r e s i s t a n c e . Among arguments put forward 
i n favour of i t s foundation were included the need to se p a r a t e 
the noble from the mechanical a r t s , and the g l o r i f i c a t i o n 
such an academy would give to the. monarch. The f i r s t of 
these two arguments i s an obvious c o n s o l i d a t i o n of ide a s 
developed i n the I t a l i a n Renaissance; the second i n d i c a t e s 
the extent to which a r t had become a source of p r e s t i g e -
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a development rooted not only i n the p o s s i b i l i t y of high 
s o c i a l s t a t u s f o r the a r t i s t , but i n the p r a c t i c e of I t a l i a n 
a r i s t o c r a t s drawing c r e d i t to themselves as patrons and 
p r o t e c t o r s of academies of d i s t i n g u i s h e d a r t i s t s . 
The French academy was, i n a sense, only a h a l f 
measure, i n t h a t the t u i t i o n t h e r e was s t i l l only part time, 
the student s t i l l having t o r e t u r n to h i s 'master'. 
But, a l l p u b l i c teaching outside the new academy was forbidden, 
and only i n the academy was a l i f e model allowed. 
These r u l i n g s are i n d i c a t i v e of the importance attached 
to a r t , and the importance for the s t a t e and the monarch 
of t a k i n g the c o n t r o l and the p r e s t i g e of a r t unto themselves. 
The t r a n s f o r m a t i o n i n what p a i n t i n g was over three 
c e n t u r i e s i s quite remarkable. I n 1J25, as quoted e a r l i e r , 
Jean de Jandun had, so to speak, apologised for mentioning 
p a i n t i n g to h i s r e a d e r s ; by the mid-seventeenth century 
p a i n t i n g and s c u l p t i n g , as a r t , not only l e n t p r e s t i g e to 
the most powerful of European Monarchs, but was so much 
a part of the s t a t e and the monarchy that i t could only 
be s t u d i e d and taught i n i t s f u l l v a r i e t y i n an i n s t i t u t i o n 
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c o n t r o l l e d and s e t up by the monrach. 
I n order to understand what i t was t h a t p a i n t i n g 
had become,~a~nd "what i t was, t h e r e f o r e , t h a t l e n t p r e s t i g e 
to the s t a t e and the monarch, one must understand something 
of the r e l a t i o n s between p a i n t i n g and the i n t e l l e c t u a l 
c u l t u r e of Renaissance c l a s s i c i s m , - and of the r e l a t i o n s of 
s u p e r i o r i t y / i n f e r i o r i t y i n a s o c i a l sense implied by being 
part of or not part of the c u l t u r e of the r u l i n g c l a s h e s . 
C h a r l e s Alphonse du Fresnoy (1611 — 1688) i l l u s t r a t e s 
116 
something of these r e l a t i o n s i n the f o l l o w i n g passage; 
The p r i n c i p l e and most important part of p a i n t i n g i s 
to f i n d out and thoroughly to understand v/hat Nature 
has made most b e a u t i f u l and most proper to t h i s A r t : 
and that a choice of i t may be made according to the 
t a s t e and manner of the a n c i e n t s ; v/ithout which a l l 
i s nothing but a b l i n d and r a s h b a r b a r i t y ; which 
r e j e c t s what i s most b e a u t i f u l , and seems with audacious 
I n s o l e n c e to despise an a r t , of which i t i s t o t a l l y 
i gnorant.. . . Our bu s i n e s s i s to i m i t a t e the b e a u t i e s 
of Nature as the Ancients have done before us, and a s 
the Object and Nature of the t h i n g r e q u i r e from us. 
And f or t h i s reason we must be c a r e f u l i n the s e a r c h 
of Ancient models, S t a t u e s , Gems, Vases, P a i n t i n g s , 
and Basso R e l i e v o s : And of a l l other t h i n g s which 
d i s c o v e r to us the Thoughts and In v e n t i o n s of the 
Gra e c i a n s ; because they f u r n i s h us wi t h great I d e a s , 
and make our Productions wholly B e a u t i f u l , ( 3 ) 
I n t h i s quotation note f i r s t the equation of Nature and the 
A n c i e n t s : nature was i n e f f e c t to be discovered through 
the proper study of the a n c i e n t s . Furthermore, there i s 
a moral purpose, as i n the equation of "great i d e a s " and 
"beauty" as opposed to " b l i n d and r a s h b a r b a r i t y " and 
"audacious i n s o l e n c e " , 
A p a r t i c u l a r s o r t of education i s r e q u i r e d to 
p r a c t i c e and/or understand t h i s a r t : t h i s education i s 
that of a l e i s u r e d upper c l a s s , and the ideology of a r t i s 
th a t of the academy. The negative s i d e of the ideology 
i s the r e j e c t i o n o u t r i g h t of a l l who are not of t h a t group 
of people who understand and partake of that form of 
c u l t u r e : to r e j e c t that c u l t u r e i s "with-audacious I n s o l e n c e 
to d e s p i s e an a r t " of which one " i s t o t a l l y i gnorant", 
I mentioned i n the l a s t chapter t h ^ t the new a r t 
of the I t a l i a n Renaissance over-rode r e g i o n a l d i f f e r e n c e s : 
as i n the above i t can be seen how, through the spread of 
Renaissance c u l t u r e a general European r u l i n g c u l t u r e i s 
formed - a c u l t u r e that i n the case of p a i n t i n g i n v o l v e s 
an i n t e l l e c t u a l ( s c i e n t i f i c ) study of 'Nature' according 
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to the r u l e s and d i s c i p l i n e d e r i v e d from the 'Ancients', 
The Expansion of Academies of Art 
The Royal Academy i n B r i t a i n was s e t up i n 
December 1?68, and opend i n 1769. S i t e d i n P a l l Mall, 
i t moved i n 1811 to Somerset house. 
The London Academy was part of a wave of such 
foundations a l l over Europe« Thus while i n 1720 t h e r e 
were only nineteen i n the whole of Europe, of which 
only three or four can be regarded as academies proper, 
5 
there were w e l l over a hundred by 1790, 
An important impetus behind the founding of many 
academies of a r t i n the eighteenth century was the e f f e c t 
the academy was thought to have on commerce: t h a t i s , the 
e f f e c t of the academy on design - a p p l i e d a r t - was thought 
to be l i k e l y to promote the commercial s u c c e s s of the products 
of a country abroad. An examination of the arguments 
presented for the founding of an academy i s l i k e l y to show, 
t h e r e f o r e , three main elements: one moral, one r e l a t i n g to 
p r e s t i g e , and one economic. The moral element concerns 
the promotion of good t a s t e , understanding, behaviour, 
and c i v i l i s a t i o n ; the p r e s t i g e element concerns the 
r e s p e c t t h a t would be r e f l e c t e d on the n a t i o n , s t a t e or 
monarch through being a s s o c i a t e d with an academy; the 
commercial e f f e c t would f o l l o w from good design being promoted 
as a ' s p i n - o f f from the promotion of a r t 0 
These three arguments are o f t e n i n t e r - r e l a t e d , 
and i t i s not always easy to d i s e n t a n g l e one from another 
i n t r y i n g to a s s e s s which c a r r i e d most weight i n a p a r t i c u l a r 
case, 
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Pevsner s t a t e s , however, that he can 
prove beyond doubt the paramount importance of economic 
c o n s i d e r a t i o n s for the academic movement during the 
l a t e r eighteenth century. 
And he adds t h a t the economic motivation was 
a n a t u r a l outcome of the theory of Mercantalism.. ,^/by 
which/ i t was the paramount duty of a S t a t e to b u i l d 
up a system of f l o u r i s h i n g manufactures so as to 
s t i m u l a t e the c i r c u l a t i o n of money, and to strengthen 
exports of goods and imports of gold. ( 6 ) 
The Royal Academy i n London i s an exception to 
t h i s g e n e r a l i s a t i o n - i t s c h i e f concern being i t s annual 
e x h i b i t i o n , d e s p i t e the e x i s t e n c e of the d e s i g n s c h o o l s . 
However, a s we s h a l l see i n the next chapter, of the t h e s i s , 
s t a t e i n t e r v e n t i o n i n the a r t s i n B r i t a i n can, t o a l a r g e 
extent, be considered and understood i n terms of the arguments 
n 
concerning p r e s t i g e ; m o r a l i t y ( s o c i a l c o n t r o l ) and commerce,' 
For the time being, however, I propose to examine a l i t t l e 
more c l o s e l y something of what a r t meant, i n the eighteenth 
century as a s o c i a l phenomenon. T h i s examination s h a l l 
serve as an i n t r o d u c t i o n to the more d e t a i l e d p r e s e n t a t i o n 
of m a t e r i a l i n p a r t s three four and f i v e of the t h e s i s . 
The Meaning of Art 
D i s c u s s i n g the c l a s s i c a l t r a d i t i o n , John Berger has 
pointed out that 
a c e r t a i n moral value was a s c r i b e d to the study of 
the c l a s s i c s . T h i s was because the c l a s s i c t e x t s , 
whatever t h e i r i n t r i n s i c worth, s u p p l i e d the higher 
s t r a t a of the r u l i n g c l a s s with a system of r e f e r e n c e s 
for the forms of t h e i r own i d e a l i s e d behaviour. As 
w e l l as poetry, l o g i c and philosophy the c l a s s i c s 
o f f e r e d a system of e t i q u e t t e . They o f f e r e d examples 
of how the heightened moments of l i f e - to be found 
i n h e r o i c a c t i o n , the d i g n i f i e d e x e r c i s e of power, 
passion, courageous death, the noble p u r s u i t of p l e a s u r e 
should be l i v e d , or at l e a s t , should be seen to be 
l i v e d . ( 8 ) 
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Within t h i s t r a d i t i o n i n p a i n t i n g i t v/as the ' h i s t o r i c a l 
genre* that was seen as the highest form of achievement -
and i t was t h i s ( with i t s strong m o r a l i s t i c overtones) that, 
the academy nurtured and promoted. 
An examination of a few statements by Reynolds 
w i l l both i l l u s t r a t e and give a more concrete meaning to 
Berger's statement. 
I n Discourse V I I (1776) Reynolds, Pres i d e n t of 
the Royal Academy of A r t s , London, s a i d t h a t f 
I t i s from knowing what are the general f e e l i n g s and 
passions of mankind, that we acq u i r e a t r u e idea of 
what imagination i s 
He t h e r e f o r e who i s acquainted with the works which 
have pleased d i f f e r e n t ages and d i f f e r e n t c o u n t r i e s , 
and has formed h i s opinion on them, has more m a t e r i a l s , 
and more means of knowing what i s analagous to the 
mind of man, than he who i s conversant only with the 
works of h i s own age or country. What has pleased 
and continues to pl e a s e , i s l i k e l y to pl e a s e again; 
hence are de r i v e d the r u l e s of a r t , and on t h i s 
immovable foundation they must ever stand. ( 9 ) 
T h i s i s an immensely confident statement: "hence are 
de r i v e d the r u l e s of a r t " ; "on t h i s immovable foundation 
they must ever stand." An examination of the statement, 
however, r e v e a l s s e v e r a l assumptions. 
F i r s t , a r t (imag i n a t i o n ) i s a b s t r a c t e d from i t s 
p a r t i c u l a r i t y : i t i s seen as a u n i v e r s a l knowledge which 
can be gained from "the works which have pleased d i f f e r e n t 
ages and d i f f e r e n t c o u n t r i e s . " The " r u l e s of a r t " , t h e r e f o r e 
a r e founded on a knowledge of the a r t of the p a s t . A 
second assumption concerns, t h e r e f o r e , not only the way i n 
which the past i s knowable, but what e x a c t l y the past i s . 
For Reynolds, i n f a c t , the post means c l a s s i c a l 
a n t i q u i t y ; i n no sense could i t mean the Middle Ages or 
the Dark Ages. His assumptions are r e v e a l e d when 
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he t a l k s about Greek and Roman Fable and h i s t o r y : 
Such are the great events of the Greek and Roman 
f a b l e and h i s t o r y , which e a r l y education and the 
u s u a l course of reading have made f a m i l i a r and i n t e r e s t i n g 
to a l l Europe, without being degraded by the vulgarism 
of ordinary l i f e i n any country, (10) 
I n commenting on the f i r s t statement from Reynolds I s a i d 
t h a t he a b s t r a c t e d a r t from i t s p a r t i c u l a r i t y : i n t h i s 
second statement i t can be seen i n e x a c t l y what sense he 
i s doing t h i s . For not only i s the pas t , the h i s t o r y 
with which people are to be f a m i l i a r , here c l e a r l y defined 
as being c l a s s i c a l a n t i q u i t y , but the r e f e r e n c e s to " e a r l y 
education" and "the u s u a l course of r e a d i n g " make i t 
c l e a r t h a t "He , . e who i s acquainted with the works which 
have pleased d i f f e r e n t ages and d i f f e r e n t c o u n t r i e s " 
i s i n f a c t a very s p e c i a l "He". "He" i s somone from the 
c l a s s e s i n s o c i e t y who are brought up on the c l a s s i c s , and 
who have the time to undertake "the u s u a l course of rea d i n g " 
and the money to gain an " e a r l y education." 
The "immovable foundation" of "the r u l e s of a r t " 
i s t h e r e f o r e based i n the cu l t u r e of the European r u l i n g 
c l a s s e s s i n c e the I t a l i a n Renaissance. The c l a s s i c s are 
not only f a m i l i a r to " a l l Europe", but are not degraded by 
the "vulgarism of ordinary l i f e i n any country." 
William Morris, as we have noted, saw the b a s i s 
of a r t as being popular c o n t r o l over work and l i f e . I n 
such a s i t u a t i o n p a i n t i n g (and other f i n e a r t s ) would f l o u r i s h 
as one c r e a t i v e a c t i v i t y among o t h e r s . Reynolds here i s 
r e v e r s i n g t h i s p o s i t i o n , and i t i s the a t t i t u d e to the 
"vulgarism of ordinary l i f e " t h a t Morris was r e f e r r i n g to 
when he d i s c u s s e d the Renaissance academic t r a d i t i o n 
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i n terms of a 
caput mortuum of academical pedantry which, l o o k i n g 
down on the world from the serene heights of c u l t i v a t e d 
s t u p i d i t y despised a l l genuine and s i n c e r e attempts 
at the e x p r e s s i o n of the thought of man by means of a r t , 
and above a l l despised the people, the true source of 
a l l a r t , as of a l l wealth, as base mechanical 
drudges, and brute b e a s t s j u s t good enough to wait 
upon t h e i r f e l l o w s f o r the h i r e of dogs 1 wages, ( 1 1 ) 
The extent to which Reynold's p o s i t i o n i s the 
a n t i t h e s i s of Morris's i s evident i n the f o l l o w i n g e s t r a c t ; 
The Academy, Reynolds s a i d , 
has often been recommended upon c o n s i d e r a t i o n s 
merely m e r c a n t i l e ; but an academy founded upon such 
p r i n c i p l e s can never e f f e c t even i t s own narrow 
purposes. I f i t has an o r i g i n no higher, not 
t a s t e can ever be formed i n manufactures; but i f the 
higher a r t s of design f l o u r i s h , these i n f e r i o r ends 
w i l l be answered of course, (12) 
Reynolds i s suggesting, t h e r e f o r e , t h a t for good design to 
f l o u r i s h i n general manufacture, the r e must be an independent 
and f l o u r i s h i n g f i n e a r t s e c t o r , " i f the higher a r t s 
of design f l o u r i s h , these i n f e r i o r ends w i l l be answered". 
Not only i s t h i s p o s i t i o n the r e v e r s e of Morris's, but the 
sense i n which the f i n e a r t s - (the s u p e r i o r s e c t o r ) w i l l 
i n f l u e n c e the " t a s t e " i n manufacture i s f a r from c l e a r . 
Some s o r t of f i l t e r i n g dov/n process i s i m p l i e d . 
The 'problem' of the r e l a t i o n s h i p between a r t ( a s 
c r e a t i v i t y and i m a g i n a t i o n ) and manufacture (as making and 
p u t t i n g t o g e t h e r ) i s one t h a t v/e s h a l l f i n d s t a t e d a g a i n and 
again i n the 19th and 20th century. U s u a l l y i t i s s t a t e d 
i n the terms presented by Reynolds, and t h i s i s , of course, 
a l o g i c a l consequence of the s o c i a l c o n s t r u c t i o n of a r t (the 
ideology and the p r a c t i c e ) t h a t we have been examining. 
For, i f a r t i s seen as a p r a c t i c e ap3rt from and above the 
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p a r t i c u l a r , and i f a r t i s seen as the source of d i s c o v e r e d 
t r u t h ( t a s t e ) , and i f manufacture (work, formerly c r a f t ) 
i s seen as merely 'doing' and not t h i n k i n g , then the only 
sense i n which c r e a t i v i t y can be part of work (manufacture) 
i s i f the d i s c o v e r i e s of a r t are i n some way a p p l i e d back 
to manufacture «= but 'applied* from o u t s i d e . 
I n Reynolds formulation t a s t e , so to speak, 
r e a c t s back upon manufacture: the a r t i s t c r e a t e s a g e n e r a l 
atmosphere of t a s t e , which f i l t e r s down. The s e t t i n g up 
of s p e c i a l schools for t r a i n i n g d e s i g n e r s i n B r i t a i n 
i n the 1830's was to be an attempt to f o r m a l i s e t h i s r e l a t i o n s h i p . 
The extent, however, to which the c o n s t r u c t i o n of 
a r t had l e d to, or was part of, the s e p a r a t i o n of design 
and ' a e s t h e t i c ' a c t i v i t y from manual work and manufacture 
can be seen i n the f o l l o w i n g statement by Reynolds; 
The value and rank of every a r t i s i n proportion to 
the mental labour employed i n i t , or the mental p l e a s u r e 
produced by i t . As t h i s p r i n c i p l e i s observed or 
neglected, our p r o f e s s i o n becomes e i t h e r a l i b e r a l 
a r t , or a mechanical t r a d e , (13) 
A t r u e High a r t , t h e r e f o r e , (an a r t of the h i g h e s t rank) 
has as l i t t l e to do with the manual, and as l i t t l e to do 
with design for manufacture and commerce ( d i r e c t l y ) as 
p o s s i b l e . I t i s , to quote Reynolds again, an a c t i v i t y not 
Ik 
"degraded by the vulgarism of ordinary l i f e i n any country." 
Rather than be degraded by ordinary l i f e , the student was to 
Study . . . the great works of the great masters, 
for ever. Study as n e a r l y as you can, i n the order, 
i n the manner, and on the p r i n c i p l e s on which they 
s t u d i e d . Study nature a t t e n t i v e l y , but always with 
those masters i n your company; consider them as models 
which you are to i m i t a t e , and at the same time as 
r i v a l s with whom you are to contend. (15) 
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Reynolds was p r e s i d e n t of the Royal Academy, 
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and h i s D i s c o u r s e s and views were g r e a t l y i n f l u e n t i a l ; 
hence t h e i r importance i n i l l u s t r a t i n g the assumptions and 
i m p l i c a t i o n s of the p r a c t i c e and ideology of a r t . There 
was, of course, d i s s e n t , but d i s s e n t lacked the power of 
t r a d i t i o n , of being part of the r u l i n g c l a s s c u l t u r e , 
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and of the support f i n a n c i a l l y of the r u l i n g c l a s s . 
W i l l i a m Blake i s an example of a d i s s e n t e r . W r i t i n g i n 
1808 he summed up Reynolds' D i s c o u r s e s i n the f o l l o w i n g 
c r y p t i c manner; 
A f t e r having been a f o o l , a student i s to amass a 
s t o c k of i d e a s , &, knowing h i m s e l f to be a F o o l , 
he i s to assume the Right to put other Men's i d e a B 
i n t o h i s F o o l e r y . (18) 
Such views, however, were not the dominant ones, and, 
even i n the 19th century when the Royal Academy was to 
come i n c r e a s i n g l y under parliamentary s c r u t i n y , and 
i n c r e a s i n g l y s u b j e c t to abuse by a r t i s t s o u t s i de the ranks 
of the Academicians, the Academy was to grow i n s t r e n g t h 
and i n f l u e n c e , a t t a i n i n g i t s g r e a t e s t s t a t u s towards the 
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end of the 19th century. 
I n the 18th century a r t , and the c u l t u r e of the 
r u l i n g groups, was a r e l a t i v e l y ' p r i v a t e ' matter, i n the 
sense t h a t i t was confined to and p r a c t i s e d w i t h i n the 
c l o s e d c i r c l e s t h a t held power, or r e l a t e d to the w i e l d e r s 
of power. I t was i n the 19th century t h a t ' t a s t e ' and 
c u l t u r e and the ideology of a r t was to become a ' p u b l i c ' 
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concern. I n the e i g h t e e n t h century, however, c u l t u r e 
was not ' p r i v a t e ' i n the sense of i t being a matter f o r 
i n d i v i d u a l c h o i c e s or a p p e t i t e s . Steegman e x p r e s s e s the 
I2*f 
point: c l e a r l y , r e l a t i n g p o l i t i c a l , f i n a n c i a l and c u l t u r a l 
power; 
As the s m a l l upper s e c t i o n of s o c i e t y was r i g i d l y 
c o n t r o l l i n g the d i s t r i b u t i o n of wealth and power, 
i n the b e l i e f that i f they did not there would be 
no c o n t r o l , so they a l s o c o n t r o l l e d as r i g i d l y the 
r u l e s of Good T a s t e , b e l i e v i n g t h a t i f they did not 
t h a t too would v a n i s h . During the remainder of the 
e ighteenth century, t a s t e underwent many changes, 
but the c o n t r o l , though at times l e s s r i g i d than a t 
o t h e r s , remained always i n the same hands; a 
t r a d i t i o n was formed and handed on, a l i t t l e a l t e r e d 
now and then i n i t s progress; but i n the main the 
d i c a t e s of the Augustans were obeyed, and the supremacy 
of the Ancients and the e x i s t e n c e of the I d e a l were 
a l i k e hardly c a l l e d i n t o q u e s t i o n e (21) 
We have al r e a d y noted i n Reynolds the c e r t a i n t y with 
which he could t a l k of " r u l e s " , as a l s o of the importance 
of the "Ancients". We a l s o noted t h a t , when d i s c u s s i n g 
the r e l a t i o n s h i p between a r t and manufacture he t a l k e d of 
" t a s t e " - a concept r e f e r r e d to by Steegman i n the above 
quotation. 
" T a s t e " i s a concept c e n t r a l to the development 
of the i d e o l o g i e s embodying and r e l a t i n g to a r t . We s h a l l 
come a c r o s s i t f r e q u e n t l y i n examining 19th century developments 
and i t i s a word t h a t r e f e r s to and embodies a whole s e r i e s 
of assumptions about moral behaviour, judgement, r i g h t 
t h i n k i n g , and p o l i t i c a l a t t i t u d e s . Understanding the 
usage of the concept of " t a s t e " , moreover, i s c r u c i a l to 
an understanding of the e x i s t e n c e of a r t as an ideology of 
s o c i a l c o n t r o l i n the 19th and 20th c e n t u r i e s : t h i s f o l l o w s 
because i n c u l c a t i n g t a s t e i n t o the g e neral p u b l i c i m p l i e s 
much more than merely f a m i l i a r i s i n g a population with 
a pre-defined set of standards r e l a t i n g to a r t ; i t was 
d i s c u s s e d r a t h e r ( i n both the 19th and 20th c e n t u r i e s ) 
as i f an a p p r e c i a t i o n of a r t i m p l i e d a l s o a conformity to 
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c e r t a i n standards of s o c i a l , p o l i t i c a l and moral behaviour* 
I n the mid-eighteenth century Burke defined T a s t e as 
no more than that f a c u l t y or those f a c u l t i e s of the 
mind which are a f f e c t e d with or which form a judgement 
of the works of imagination and the elegant a r t s . ( 2 3 ) 
While t h i s d e f i n i t i o n may appear r e l a t i v e l y s t r a i g h t f o r w a r d . 
the f o l l o w i n g statement from Burke on the causes of a 
"wrong T a s t e " makes c l e a r e r e x a c t l y what was i n v o l v e d i n 
p o s s e s s i n g the necessary f a c u l t i e s ; 
The cause of a wrong T a s t e i s a defect of judgement. 
And t h i s may a r i s e from a n a t u r a l weakness of under-
standing ( i n whatever the s t r e n g t h of t h a t f a c u l t y 
may c o n s i s t ) or, which i s much more commonly the c a s e , 
i t may a r i s e from a want of proper and w e l l d i r e c t e d 
e x e r c i s e , which alone can make i t strong and ready. 
Besides t h a t ignorance, i n a t t e n t i o n , p r e j u d i c e , 
r a s h n e s s , l e v i t y , o b s t i n a c y , i n s h o r t , a l l those 
v i c e s which pervert the judgement i n other matters, 
p r e j u d i c e i t no l e s s i n t h i s i t s more r e f i n e d and 
elegant province. These causes produce d i f f e r e n t 
opinions upon every t h i n g which i s an o b j e c t of the 
understanding without inducing us to suppose t h a t 
there are no s e t t l e d p r i n c i p l e s of reason . . . men 
are f a r b e t t e r agreed on the e x c e l l e n c e of a d e s c r i p t i o n 
i n V i r g i l , than on the t r u t h or falsehood of a 
theory of A r i s t o t l e . (24) 
I n essence Burke i s saying t h a t anybody who has gone 
through the "proper and w e l l d i r e c t e d e x e r c i s e " (the 
r i g h t education and t r a i n i n g ) and d i s a g r e e s with the 
accepted and given d e f i n i t i o n s , i s e i t h e r i n some way 
mentally d e f e c t i v e (has "a weakness of understanding") 
or has not taken h i s t r a i n i n g s e r i o u s l y and a t t e n t i v e l y ( i s 
a man of " i n a t t e n t i o n , p r e j u d i c e , r a s h n e s s , l e v i t y , 
o b s t i n a c y , " ) . Not only, t h e r e f o r e , i s there l i t t l e room 
for disagreement i n matters of t a s t e , but only those who 
have gone through the r i g h t course of t r a i n i n g (have had 
the r i g h t education) are i n a p o s i t i o n to even comment upon 
t a s t e , l e t alone e x e r c i s e i t . 
1 2 6 
Summary and Conclusions 
I n t h i s chapter I have d i s c u s s e d mainly the 
development of the Academy, the academy t r a d i t i o n , and the 
ideology of a r t i n a s s o c i a t i o n with t h a t . I have attempted 
i n the l a s t s e c t i o n to s e t f o r t h a minimum understanding 
of the c l a s s nature of the ideology of a r t , and the c l a s s 
r e l a t i o n s implied by statements on a r t . 
As has been i n d i c a t e d , the r u l e s of c u l t u r e , 
of t a s t e , and of a r t , were not only r i g i d l y c o n t r o l l e d i n 
1 8 t h century B r i t a i n , but what d i s s e n t t h e r e was u s u a l l y 
took place w i t h i n the framework of assumptions about a r t 
developed s i n c e the Renaissance. The c u l t u r e and ideology 
of a r t of 1 8 t h century B r i t a i n was, moreover, a matter 
concerning the r e l a t i v e l y s m a l l r u l i n g groups and t h e i r 
dependants. T a s t e , a r t , and the ge n e r a l i d e o l o g i e s of 
c u l t u r e , being educated, and being c i v i l i s e d , were i n 
one sense, badges of s e l f - i d e n t i f i c a t i o n f o r the e l i t e s 
v i s a v i s the general population. The r u l e s of t a s t e , 
of c u l t u r e , and of a r t , excluded the lower c l a s s e s , and 
the l a c k of t a s t e and c u l t u r e of the lower c l a s s e s formed 
a mode of s e l f l e g i t i m a t i o n and j u s t i f i c a t i o n f o r the 
r u l i n g c l a s s e s o 
I t was, however, these eighteenth century 
d e f i n i t i o n s of a r t , c u l t u r e , t a s t e and c i v i l i s a t i o n that 
were c a r r i e d forv/ard i n t o the I n d u s t r i a l R e v o l u t i o n , 
and that were stru g g l e d over by new groups, appropriated 
by new e l i t e s , and i n v e s t i g a t e d and developed by the s t a t e . 
1 2 7 
I n the f i r s t four chapters of t h i s t h e s i s I have 
attempted a s a whole to present a minimum understanding of 
the r e l a t i o n s h i p between a r t , c u l t u r e , t a s t e , the d i v i s i o n 
of labour, and post-Renaissance s o c i a l developments. I 
have a l s o attempted through Morris to present a way of 
t h e o r i s i n g a r t - a way of understanding not only 
a r t as part of a d i v i s i o n of labour implying a l s o n o t - a r t , 
but a l s o a way of understanding that t a l k i n g about a r t i s 
not n e c e s s a r i l y the same t h i n g as t a l k i n g about p a i n t i n g , 
s c u l p t u r e , or any other r e l a t e d a c t i v i t y . 
T-he importance of pr e s e n t i n g t h i s minimum 
understanding of the e a r l y s o c i a l c o n s t r u c t i o n of a r t , 
and a more elaborate understanding of Morris's t h e o r i s a t i o n 
of a r t and c a p i t a l i s m , i s so tha t we may have a framework 
w i t h i n which to deal with the developments of the s o c i a l 
r e l a t i o n s of a r t when lo o k i n g at the r o l e of a r t i n 
1 9 t h and 2 0 t h century i n d u s t r i a l c a p i t a l i s t s o c i e t y i n 
B r i t a i n . 
T h i s framework i s necessary because, as I s a i d 
i n my i n t r o d u c t i o n , i t i s a l l too easy, when t a l k i n g about 
a r t , to be l e d i n t o t a l k i n g from the ' i n s i d e 1 - from w i t h i n 
p a r t i c u l a r a e s t h e t i c debates and d i s p u t e s . S i n c e I am 
attempting to t a l k about a r t , so to speak, from the 'outside 
to l o c a t e the ideology w i t h i n the wider framework of 
c a p i t a l i s t s o c i e t y i n B r i t a i n - i t has been necessary to 
s t e p back, to t a l k around and through the s u b j e c t , and 
to present i n the f i r s t four chapters what has, i n f a c t , 
been a f a i r l y lengthy i n t r o d u c t i o n to the main body of 
the t h e s i s . 
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notes to chapter t h r e e 
1« Andre" Malraux; quoted i n Osborne.H. A e s t h e t i c s and 
A r t Theory, Longmans, Green and C o , l London^ ( 1 9 6 8 ) . p . 8 5 . 
note a l s o the quotation on the same page from Chambers.F.P., 
The H i s t o r y of T a s t e ( 1 9 3 2 ) , "Conscious a e s t h e t i c v a l u e s 
would seem to be a s wanting i n the s o - c a l l e d Dark Ages 
or Middle Ages of Western Europe a s at the h e i g h t of the 
Greek e r a . " 
2« H.Osborne, (as above) p . 6 . On the same page he c o n t i n u e s , 
"But u n t i l the n o t i o n of the f i n e a r t s a s a c l a s s of 
h a n d i c r a f t s whose s o l e or main purpose was t o s e r v e 
a e s t h e t i c contemplation e s t a b l i s h e d i t s e l f from the 
e i g h t e e n t h century onwards, no s p e c i a l group of ' a e s t h e t i c ' 
a t t i t u d e s was c o n s c i o u s l y c a l l e d i n t o p l a y i n t a l k i n g 
and t h i n k i n g about the f i n e a r t s . The pragmatic i n t e r e s t 
i n the a r t s a s h a n d i c r a f t s , products of workshop i n d u s t r y , 
found i t s e a r l i e s t and s t i l l i n t e r e s t i n g t h e o r e t i c a l 
e x p r e s s i o n i n the w r i t i n g s of the Greek p h i l o s o p h e r s , 
who d i s c u s s e d the a r t s w i t h i n the context of a wider theory 
of Manufacture, and i n the Greek socio-economic theory 
of the a r t s . " 
3 » K r i s t e l l e r 0 P 0 'The modern system of the A r t s : a 
study i n the H i s t o r y of a e s t h e t i c s . ' J o u r n a l of the H i s t o r y 
od I d e a s . v o . s . X I I and X I I I . Oct. 1 9 5 1 and J a n . 1 9 5 2 . 
See a l s o the a r t i c l e by T a y l o r . " R. 'The M a r x i s t Theory 
of A r t ' . R a d i c a l Philosophy Number 5 » 
*to Martindale.A. The R i s e of the A r t i s t i n the Middle 
Ages and E a r l y R e n a i s s a n c e . Thames and Hudson, London. ( 1 9 7 2 ) 
Martindale c o n t i n u e s : "The a r t i s t was i n the f i r s t p l a c e 
a craftsman, working perhaps i n some busy cosmopolitan 
c e n t r e where any one craftsman had to l i v e a l o n g s i d e 
many other people p r a c t i s i n g d i f f e r e n t c r a f t s or t r a d e s . " 
5 » quoted i n M a r t i n d a l e 0 A 0 o p . c i t . p p . 9 - 1 0 . 
6 « i b i d . 
7 » Allsopp.B. The Future of the A r t s , Pitman & Sons. 
( 1 9 5 9 ) * p. 1 6 . see a l s o Martindale.A. o p . c i t . n o t e . I f . 
8. see Martindale.A. o p . c i t .note. 5 . , p p . 8 0 ~ 8 2 , i n c . 
The case of the master-mason becoming a r c h i t e c t i s p a r t i c u l a r l y 
i n d i c a t i v e of the changes t a k i n g p l a c e , s i n c e the c o n s t r u c t i o n 
of a b u i l d i n g i s an a c t i v i t y i n v o l v i n g so many s k i l l s and; 
persons. The s u b o r d i n a t i o n of the s k i l l e d c r a f t s m a n ( i n c l u -
ding the makers of images i n stone, wood and p a i n t ) to 
the p o s i t i o n of executors of a plan t h e r e f o r e i l l u s t r a t e s 
w e l l the s e p a r a t i o n of mental from manual work t a k i n g p l a c e 
i n a s s o c i a t i o n w i t h other s o c i a l and economic changes 
i n v o l v e d i n the e a r l y development of trade and m e r c a n t i l e 
c a p i t a l i s m i n I t a l y . 
9 e see note 5 
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1 0 » Marx.K. 'The German I d e o l o g y 1 i n Easton.L.D. and 
Guddat.K.H, ( e d i t o r s and t r a n s l a t e r s ) W r i t i n g s of the 
young Marx on Philosophy and S o c i e t y . Anchor Books, 
Doubleday & Co. New York. ( 1 9 6 7 ) . p. 
T h i s statement i s important, because i t i n d i c a t e s 
the n e c e s s i t y of the d i r e c t r e l a t i o n s h i p between the 
worker and h i s product t h a t Morris a n a l y s e s . 
1 1 . i b i d . p . 
1 2 . I t i s to be noted, of course, t h a t the Medieval 
craftsman was working w i t h i n a t r a d i t i o n i n a sense not 
known today. The l a c k of a t r a d i t i o n today i s connected; 
with the s e l f - c o n s c i o u s n e s s of ' s t y l e ' and i n d i v i d u a l 
c r e a t i v i t y i n a r t i s t i c work. (see Allsopp.B. S t y l e i n the 
V i s u a l A r t s Pitman & S o n s . ( l 9 5 6 ) )„ ' T r a d i t i o n ' i s 
r e a l l y only meaningful as a way of working by when not 
• s e l f - c o n s c i o u s ' : as a conscious way of working i t becomes 
• s t y l e ' - i . e . an e x t r a , an adornment. I n the Medieval 
s i t u a t i o n , given the l a c k of s e l f " C o n s c i o u s a e s t h e t i c 
theory, or design theory, Allsopp r i g h t l y p o ints out that, 
"the presumption implied by a bold r e j e c t i o n of t r a d i t i o n 
was unthinkable"; (Allsopp.B. Future of t h e A r t s , op. 
c i t . n o t e 7 » P » 1 7 » ) I n s t e a d innovation would be conceived 
as a t e c h n i c a l matter - "there was an i n c e n t i v e to improve 
technique and most of the advances i n medieval design must 
have seemed to be t e c h n i c a l improvements." ( A l l s o p p . l o c . c i t . ) . 
1 3 . On concept of s t y l e , and i t s development as an a n a l y t i c 
category for s c h o l a s t i c purposes, and l a t e r as an element 
i n the s e l f - c o n s c i o u s n e s s of a r t i s t s and a r c h i t e c t s , see 
Allsopp.B. S t y l e i n the V i s u a l A r t s o p . c i t . 
Tf» A l l s o p p . The Future of the A r t s op.cit.note 7 . p . 1 7 . 
1 5 . i b i d . 
1 6 . i b i d . 
1 7 « For a good account of the broad s o c i a l , economic, 
p o l i t i c a l and c u l t u r a l changes see Burke.P. C u l t u r e and 
and S o c i e t y i n Renaissance I t a l y 1*f20 - 15^-0 B a t s f ord,Ltd. , 
London. ( 1 9 7 2 ) . T h i s i s an e x c e l l e n t book conveying 
a c l e a r and a n a l y t i c a l understanding of the socio-economic 
changes and the c u l t u r a l changes. Michael B a x a n d a l l ' s 
P a i n t i n g and Experience i n F i f t e e n t h Century I t a l y , 
Oxford U n i v e r s i t y Press] Cl972) i s a good supplement 
providing information on the a c t u a l working s i t u a t i o n of 
the a r t i s t . Martindale : ,3 The R i s e of the A r t i s t i n the 
Middle Ages, Thames and Hudson^ ( 1 9 7 2 ) provides the h i s t o r i c a l 
context and background to the developments covered i n 
Burke and Baxandall's works. Martindale s u f f e r s , however, 
from a more confused a n a l y s i s . 
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1 8 . see Gimpel.J. The C u l t of Art: Weidenfeld and Nicholson, 
( 1 9 6 9 ) ° T h i s i s an i n v a l u a b l e book f o r understanding 
the r e l a t i o n s h i p between the development of the c u l t of 
a r t and the a r t i s t , and the r i s e of c a p i t a l i s m and the 
bourgeoisie, As the son of an a r t d e a l e r , and brother 
to the two brothers who run the Gimpel F i l s g a l l e r y i n 
London, Z u r i c h and New York Gimpel's experience i s f i r s t , 
hand, and h i s grasp of h i s t o r y i s good. For the purposes 
of understanding the r e l a t i o n s h i p of the development of 
a r t and the a r t i s t to the development of c a p i t a l i s m , 
see h i s chapter, 'Giotto, the f i r s t Bourgeois painter 1 
i n p a r t i c u l a r . Gimpel's account should be s e t a g a i n s t 
the more l i m i t e d account given i n Martindale's The R i s e 
of the A r t i s t i n the Middle Ages. Thames and Hudson, ( 1 9 7 2 ) . 
See a l s o on t h i s general question Burke.P. as r e f e r r e d to 
i n note 1 7 . 
1 9 » The process of s e p a r a t i n g the mental from the manual 
has taken place at d i f f e r e n t times i n d i f f e r e n t c o u n t r i e s 
and occupations. Today i n d u s t r i a l d i s p u t e s take place 
s t i l l centring on i s s u e s of ' c r a f t c o n s c i o u s n e s s ' where-
s t a t u s v i s a v i s l e s s s k i l l e d work i s concerned. I n 
such d i s p u t e s , however, i t i s a matter of s t a t u s r a t h e r 
than c o n t r o l that i s at i s s u e . The ide a of ' c r a f t 
consciousness', however, i s i n d i c a t i v e of the h i s t o r i c a l 
r o o t s of such a s i t u a t i o n , and the present day c o n t r a d i c t i o n s 
a r i s i n g from the nature of the d i v i s i o n of labour i n l a r g e 
i n d u s t r i e s . More d i r e c t l y r e l e v a n t to t h i s d i s c u s s i o n 
i s E.P.Thompson's The Making of the E n g l i s h Working C l a s s , 
V i c t o r Gbllancz. O 9 6 3 )» where he d i s c u s s e s the nature of 
work and the changes i n work r e l a t i o n s consequent upon the 
development of i n d u s t r i a l c a p i t a l i s m . See e s p e c i a l l y 
h i s chapter e i g h t , 'The Weavers'. 
2 0 . On t h i s see Gimpel.R. and Martindale.A. o p . c i t (note 1 8 ) . 
21. Pevsner.N. Academies of Art, past and present 
Cambridge U n i v e r s i t y P r e s s , ( 1 9 4 0 . ) p . 3 5 « 
2 2 . Martindale.Ao o p . c i t . p . 9 8 . 
2 3 « quoted by Pevsner ( o p . c i t . n o t e 2 1 ) , p.3 3 * 
24. V i l l a n i 
2 5 . On the nature of a n c i e n t a r t , see . P o l l i t t . J . J . , The 
Ancient View of Greek Art Yale U n i v e r s i t y P r e s s , New 
Haven and London, (1974). a l s o P i c a r d . Roman P a i n t i n g . 
( ) . These two are the best works f o r an examination 
of the ancient c o n c e p t u a l i s a t i o n of p a i n t i n g and other 
c r a f t s . On ancient a r t i n general, see, for i n s t a n c e ; 
Heintze.Helga von. Roman Art Weidenfeld and Ni c o l s o n . 
( 1 9 7 2 ) . Tbynbee.M.C. The Art of the Romans Thames and 
Hudson, London. ( 1 9 6 5 ) . Wheeler•M. Roman Art and 
A r c h i t e c t u r e , Thames and Hudson, London. ( 1 9 6 4 ) . 
Gassiot-Talabot.G. Roman and P a l a e o c h r i s t i a n P a i n t i n g , 
Heron Books, London. ( 1 9 6 8 ) . 
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1 3 1 
2 6 . He was, of course, despised by those who despised 
a l l Manufacture - hand work. 
2 7 . P l i n y . Natural H i s t o r y . Books 3*1—36. 
V i t r u v i u s . De A r c h i t e c t u r a 
2 8 . P l u t a r c h , P e r i c l e s 2 
2 9 - quoted i n Burke.P. C u l t u r e and S o c i e t y i n Renaissance 
I t a l y B.T.Batsford, L t d . , London. ( 1 9 7 2 ) p . 6*f. C e n n i n i 
makes a s i m i l a r point4 "Know t h a t p a i n t i n g on panel i s 
a gentleman's job, f o r you can do what you want with 
v e l v e t on your back." (quoted B u r k e . P . l o c . c i t . ) . 
3 0 . i b i d . p. 6 5 . 
3.1 • i b i d . p . 6 3 . 
3 2 . V a s a r i . G . ( 1 5 1 1 — 7 ^ ) . His book i s Le V i t e de' p i u 
e x c e l l e n t i A r c h i t e t t i , P i t t o r i , et S c u l t o r i I t a l i a n i , 
f i r s t publisehd 1 5 5 0 , and i s s u e d i n a second much l a r g e r 
e d i t i o n i n 1 5 6 8 . 
3 3 * quoted by Burke.P. o p . c i t . p . 7 2 . 
3*f. i b i d . p . 7 3 . 
3 5 « see Burke.P. o p . c i t {[note 2 9 ) p p . 1 0 5 — 1 0 9 . See 
a l s o chapter seven of t h i s t h e s i s , on The Art Market. 
3 6 . see Burke.P.op.cit (note 2 9 ) , chapter s i x , 'Taste'. 
see a l s o Baxandall's P a i n t i n g and Experience i n F i f t e e n t h 
Century I t a l y Oxford U n i v e r s i t y Press, ( 1 9 7 2 ) . Chapter 
Three. 
3 7 . Burke.P. o p . c i t . (note 2 9 ) . p . l 6 7 , "The iconography 
of s e c u l a r p a i n t i n g s was probably i n t e l l i g i b l e to a 
minority only. Scenes from a n c i e n t h i s t o r y and c l a s s i c a l 
mythology would be easy to r e c o g n i s e i f one had read one's 
L i v y or one's Ovid; t h i s v i r t u a l l y meant having gone to 
a grammar s c h o o l , and only a minority of Renaissance 
I t a l i a n s can have done t h a t . T h i s e d u c a t i o n a l f a c t 
g i v e s some b a s i s to the f a v o u r i t e Renaissance d i v i s i o n of 
the p u b l i c i n t o two p a r t s , 'the multitude' and 'those 
who understand'," 
3 8 . One notes the same phenomenon i n England: t h i s w i l l 
be d i s c u s s e d i n chapter nine under the heading 'Vernacular 
A r c h i t e c t u r e ' . Vernacular A r c h i t e c t u r e i s the term a p p l i e d 
to that s e c t o r of b u i l d i n g not normally i n c l u d e d w i t h i n 
the t r a d i t i o n a l h i s t o r y of a r c h i t e c t u r e - ordinary b u i l d i n g s 
b u i l t from l o c a l m a t e r i a l s u s i n g accumulated knowledge 
to s o l v e t e c h n i c a l problems i n the most e f f i c i e n t way 
given l o c a l r e s o u r c e s and s k i l l s . V e r n a c u l a r b u i l d i n g 
t h e r e f o r e tended to vary c o n s i d e r a b l y from region to 
r e g i o n . By c o n t r a s t ' o f f i c i a l ' or upper c l a s s a r c h i t e c t u r e 
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i s to a g r e a t e r degree uniform a c r o s s the country. With 
the growth of i n d u s t r i a l towns a l l b u i l d i n g becomes 
i n c r e a s i n g l y uniform a c r o s s the country w i t h i n the 
d i f f e r e n t c a t e g o r i e s . D i f f e r e n c e s remained throughout 
the nineteenth century between, f or i n s t a n c e , the working 
c l a s s b r i c k t e r r a c e s of Reading, ( u s i n g d i f f e r e n t coloured 
l o c a l c l a y s to e m b e l l i s h the houses with p a t t e r n s ) and the 
stone t e r r a c e s of West Y o r k s h i r e . Such d i f f e r e n c e s , 
however, have now l a r g e l y disappeared, l e a v i n g only 
d i f f e r e n c e s i n types of housing according to c l a s s . 
3 9 » The term 'academy' i s derived from the park where 
P l a t o used to hold h i s meetings. I t was f i r s t re-used 
by F l o r e n t i n e humanists to d e s c r i b e t h e i r i n f o r m a l gath-
e r i n g s . The D e f i n i t i v e work on a r t academies i s Pevsner.N. 
Academies of Art Cambridge U n i v e r s i t y P r e s s . (19^0) . 
kOe Here I am d e s c r i b i n g an i d e a l type: f or q u a l i f i c a t i o n s 
see Baxandall.M. P a i n t i n g and Experience i n F i f t e e n t h 
Century I t a l y Oxford U n i v e r s i t y P r e s s , ( 1972),where he 
gi v e s extensive information on the working r e l a t i o n s h i p s 
and s i t u a t i o n of the Renaissance a r t i s t . 
41. see note 39e 
k2, see Hanneraa.S. Fads, Fakes and F a n t a s i e s Macdonald, 
London. , ( 1970)^ chapter t h r e e , 'The Academic T r a d i t i o n ' . 
J f j o William Morris. 'Of the O r i g i n s of Ornamental A r t ' . 1 8 8 6 . 
i n LeMire.E. (ed) The Unpublished L e c t u r e s of Wil l i a m 
Morris. V/ayne S t a t e U n i v e r s i t y P r e s s , D e t r o i t . ( 1 9 6 9 ) 
kk9 William Morris. 'The Gothic R e v i v a l , I . ' i n LeMire (ed) 
o p . c i t . 
4 5 . see note 37i and the Renaissance d i s t i n c t i o n between 
'the m u l t i t u d e 1 , and 'those who understand•« 
kS0 William Morris. 'Gothic R e v i v a l I I ' . i n LeMire.(ed) 
o p . c i t . p.66. 
hi. i b i d . 
48. i b i d . 
49. i b i d . 
5 0 . as i n the quotation a t the bottom of page 110. 
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Xiotes to chapter four" 
• 1 . See Chapter Three, page 9 6 , of t h i s t h e s i s . 
2 ; . on the Academies ( i n c l u d i n g the French) see Pevsner.N© 
Academies of Art Cambridge U n i v e r s i t y P r e s s . (19^+0) 
A l s o , Hannema.S. Fads Fakes and F a n t a s i e s Macdonald, 
London. ( 1 9 7 0 ) , chapter t h r e e . 
3 . C h a r l e s Alphonse Du Fresnoy ( 1 6 1 1 - » 1 6 8 8 ) . 'De 
Ar t e Graphica', eng.trans., John Dryden, 'The Art of 
P a i n t i n g ' . , ( 1 7 1 6 ) . quoted i n Osborne.H. A e s t h e t i c s and 
Art Theory Longmans, Green and Co. London"! ( 1 9 6 8 ) 
ke see note 2 . 
5 « Pevsner.N. Academies of Art o p . c i t . p . 1 ^ 0 . 
6. i b i d . p . 1 5 8 . 
7 . i n connection with the commercial motives behind 
academic foundations note the f o l l o w i n g two examples. 
In 1 7 2 5 i t was argued that the Vienna Academy ought to be 
r e o r g a n i s e d , 
"as a p a r t i c u l a r r e c o g n i t i o n of the a r t s and no l e s s 
a promotion of commerce." 
And, i n a memorandum on the reopening of the Dresden 
Academy, prepared i n 1 7 ^ 3 * i t was argued not only tha t 
"Art can be looked at from a commercial point of view", 
but a l s o t h a t 
"while i t redounds to the honour of a country to 
produce e x c e l l e n t a r t i s t s , i t i s no l e s s u s e f u l to 
r a i s e the demand abroad f o r one's i n d u s t r i a l products." 
Both quotations from Pevsner.N. op.cit„(note 2 ) pages 
1 5 2 and 1 5 3 r e s p e c t i v e l y . 
8 . B e r g e r . J . e t . a l . ' Ways of Seeing B.B.C., and Penguin 
Books., ( 1 9 7 2 ) p . 1 0 1 o see a l s o as supplementary/to t h i s , 
Allsopp.B. The Future of the A r t s Pitman, London ( 1 9 5 9 ) 
P. 2 3 f f . 
9 . Reynolds.J. d i s c o u r s e V I I . ( 1 7 7 6 ) . 
1 0 . Reynolds.J. Discourse I V . ( 1 7 7 1 ) 
1 1 . see note kh to chapter t h r e e . 
1 2 . quoted by Hannema.S. o p . c i t (note 2 ) . , p . V 5 » 
1 3 . Reynolds.J. D i s c o u r s e s . I V . ( 1 7 7 1 ) 
Ik. see note 1 0 . 
1 5 . Reynolds.J. D i s c o u r s e s V I 
1 6 . As President Reynolds's statements c a r r y a d i f f e r e n t 
weight from, say, W i l l i a m Blake's or Hogarth's. 
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notes to chapter four 
• 1 7 « Much d i s s e n t from the p o s i t i o n of the Academies was 
rooted i t s e l f w i t h i n the Renaissance t r a d i t i o n . Thus 
i n 18th century France, as elsewhere i n Europe, the Academies 
were challenged because they were not doing what they 
were intended to do, namely, f o s t e r and produce g e n i i 
on the l i n e s of Michelangelo, Leonardo and Raphael. The 
concepts of genius and i n s p i r a t i o n developed during the 
Renaissance, and the academies were at times opposed 
f o r suppressing genius: - 'genius needs no master', a 
romantic and i n d i v i d u a l i s t r e a c t i o n , i s t h e r e f o r e a f u r t h e r 
development of the Renaissance t r a d i t i o n , and f a r from 
being an a s s a u l t on the academic t r a d i t i o n , i s an a s s a u l t 
on academies f o r f a i l i n g to produce i n d i v i d u a l g e n i i . 
1 8 . W i l l i a m B l a k e . 'Annotations to Reynolds' D i s c o u r s e s * 
C . 1 8 0 8 . 
1 9 . See Steegman.J. V i c t o r i a n T a s t e Thomas Nelson and 
Sons, L t d . , London.(19707I 
Note, moreover, t h a t much c r i t i c i s m of the Royal Academy 
i n 19th century B r i t a i n was not f o r the a r t i t stood f o r ' 
(although there was c r i t i c i s m of t h i s from many q u a r t e r s ) , 
but f o r i t s f a i l i n g to disseminate " t a s t e " and i n f l u e n c e 
manufacture, commerce and m o r a l i t y i n an e f f i c i e n t manner. 
" T a s t e " , i n the sense of commercial design, was a concern 
of the s t a t e , and hence s t a t e i n v e s t i g a t i o n s i n t o the Royal 
Academy - that p r i v a t e body w i t h a p u b l i c f u n c t i o n . 
20. " P u b l i c " i n the sense t h a t an attempt was made to 
i n c u l c a t e c u l t u r e , t a s t e and a r t i n t o the p u b l i c 5 not 
i n the sense th a t c u l t u r e became p u b l i c ( g e n e r a l ) property. 
21. Steegman.J. Rule of T a s t e . Macraillan. (I936)p.l6. 
22. see the second quotation on page 121. 
23. Burke.E. 'On T a s t e : a p h i l o s o p h i c a l i n q u i r y i n t o 
the o r i g i n s of our ideas on the sublime and the b e a u t i f u l ' . 
2cnd e d i t i o n (1759). 
2k. i b i d 
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P A R T T H R E E 
T H E E X P A N S I O N OF T H E 
R E L A T I O N S OF A R T 
( T H E S T A T E A N D A R T ) 
S O C I A L 
1 3 6 
Chapter Five 
The Nineteenth Century: State I n t e r v e n t i o n and Art a s 
a Public Concern; 1830«°1870 
I n t r o d u c t i o n 
The eighteenth century i n England was a period 
i n which p o l i t i c a l , economic, s o c i a l and c u l t u r a l c o n t r o l 
of the s o c i a l system was very c l o s e l y and success-
f u l l y guarded by the r u l i n g e l i t e : i t i s not w i t h i n the 
scope of t h i s enquiry t o suggest why t h i s was p o s s i b l e , 
or t o v/hat extent i t was part of a c o n s o l i d a t i o n of power 
i n r e a c t i o n t o the open c o n f l i c t of the c i v i l wars,, 
I t i s s u f f i c i e n t f o r our purposes t h a t a r t and c u l t u r e as 
they e x i s t e d and were defined i n eighteenth century terms 
i n England e x i s t e d f o r the r u l i n g groups, and as part c^ f 
the being c i v i l i s e d of the r u l i n g groups; a r t and c u l t u r e 
were exclusive of the r e s t of s o c i e t y , who, by d e f i n i t i o n , 
were not c i v i l i s e d , not educated, and not cultured,. Thus 
a r t and c u l t u r e e x i s t e d also as part of the r a t i o n a l e of. 
the r u l i n g groups; f o r , what A n t i q u i t y had been, and what. 
1 
the Renaissance had r econstructed, they also were part ofc 
I t was from t h i s p o s i t i o n of s t r e n g t h consolidated 
t h a t the r i g i d i t y of the s o c i a l , p o l i t i c a l , economic and 
c u l t u r a l r u l e s were loosened during the l a s t three decades 
of the eighteenth century. This took place as the f u l l 
force of the i n d u s t r i a l r e v o l u t i o n was beginning to shake 
the s o c i a l s t r u c t u r e of B r i t a i n - a r e v o l u t i o n t h a t was t o 
create undreamt of new sources of wealth, hence of power, 
( p o l i t i c a l , economic, s o c i a l and c u l t u r a l . ) 
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I n the nineteenth century the Royal Academy was 
to achieve i t s greatest degree of s o c i a l p r e s t i g e and 
i n f l u e n c e , and members of the Academy were to be knighted. 
But, a t the same time, i n the context of the i n d u s t r i a l 
r e v o l u t i o n , the c r e a t i o n of a new r i c h and a new poor, and 
the r a p i d b u i l d i n g and expansion of i n d u s t r i a l towns, 
the s t a t u s of a r t and c u l t u r e were t o come much more i n t o 
question. C o n f l i c t about i t s purpose, i t s c o n t r o l , and 
i t s consumption were t o become at times acute. Parliament 
v/as, on several occasions to c a r r y out extended i n v e s t i g a t i o n s 
i n t o the f u n c t i o n of the Royal Academy, and design i n 
England v/as to become a c e n t r a l concern of the s t a t e , 
w i t h successive attempts to set up a s t a t e design-education 
system, and t o persuade or f l a t t e r c a p i t a l i s t s i n t o both 
supporting and employing the s t a t e produced designer. 
Benjamin Haydon, among others, was t o campaign f o r s t a t e 
patronage of a r t - an a r t th a t he was t o argue should be 
f i t t e d t o pu b l i c purposes, and t h a t should be appropriate 
to i t s l o c a t i o n , r a t h e r than be a conventional academic 
a r t or an a r t of the d i g n i f i e d p o r t r a i t . The Pre-Raphaelite 
Brotherhood were, f o r a short time, t o question the 
t r a d i t i o n of Renaissance academic a r t 5 the A r t s and 
C r a f t Movement were t o question what the term a r t v/as t o 
be ap p l i e d t o , and W i l l i a m Morris would attempt to turn, 
the whole concept of a r t upside down. Mass production 
of i t s e l f was to c a l l i n t o question the very uniqueness of 
a r t objects and the exclusive c o n t r o l and possession 
of such objects by small s o c i a l groups, while, at the 
same time, the developments of g a l l e r i e s and museums of 
a r t was t o r e i n f o r c e the idea of the unique a r t - o b j e c t -
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abstracted and venerated i n c u l t u r a l h a l l s . 
The v a r i e t y of phenomena t h a t could be considered 
f i s endless, some representing the c u l m i n a t i o n of the 
development of a r t as the badge of p r i v i l e g e f o r the c u l t u r e d 
upper classes, and some d i r e c t challenges to the content, 
or the exclusiveness, or the f u n c t i o n and nature, of a r t . 
I t i s a complex p a t t e r n ; i n f a c t the phenomena we are to 
examine can be seen as i n v o l v i n g the f u l l t e a s i n g and t e s t i n g 
and s t r e t c h i n g out of everything t h a t the s o c i a l r e l a t i o n s 
of a r t and c u l t u r e had become, or had made possible* 
The s t r e n g t h of the s o c i a l r e l a t i o n s of a r t i n the nineteenth 
century was to be revealed i n the extent to which they 
were t o remain unchanged as r e l a t i o n s ; able to absorb, 
transform and negate a l l challenges t o the existence 
2 
of a r t w i t h i n the s o c i a l r e l a t i o n s of developj.ng c a p i t a l i s m ^ 
The Permanency of the So c i a l R elations_of A r t 
A question i m p l i c i t i n t h i s t h e s i s i s , 'Why have 
the s o c i a l r e l a t i o n s of a r t changed so l i t t l e over the l a s t 
one and a quarter c e n t u r i e s , despite the onslaughts and 
3 
challenges of the nineteenth century and s i n c e ? 1 . 
Taking the same question from a very d i f f e r e n t angle, we 
could ask t o s i m i l a r purpose: 'Why i s l a c k of working 
class p a r t i c i p a t i o n i n a r t and the n a t i o n a l c u l t u r e s t i l l 
lamented; Why does a r t remain, i n , i t s ideology and 
a t t r i b u t e d values, s t i l l a phenomenon of the r u l i n g classes 
and r u l i n g i d e o l o g i e s w i t h i n B r i t i s h c a p i t a l i s m ? ' 
On an abstract l e v e l t h i s question has, of course, 
already been answered. For, i f the c o n s t r u c t i o n of 'a r t 5
i s a l s o , by i m p l i c a t i o n , the c o n s t r u c t i o n of ' n o t - a r t " , 
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and i f the c o n s t r u c t i o n of 'art ' i s bound up w i t h the 
development of a s p e c i f i c form of d i v i s i o n of labour, and, 
i f , as has ge n e r a l l y been the case, challenges t o a r t i n 
the nineteenth and t w e n t i e t h c e n t u r i e s have been l a r g e l y 
at the l e v e l of content, and not at the l e v e l of the 
existence of a r t as part of the d i v i s i o n of labour, then 
i t can be seen t h a t a l t e r a t i o n s can take place at the l e v e l 
of content without the s o c i a l existence and i m p l i c a t i o n s 
of the existence of ' a r t ' as a s p e c i a l category w i t h i n the 
d i v i s i o n of labour being a f f e c t e d * 
Art does not e x i s t i n i t s content; a r t i s a s o c i a l 
d e f i n i t i o n , a l a b e l of value, a c a l l t o c e r t a i n ways of 
l o o k i n g and t h i n k i n g : i t i s part of an ideology -• a set 
of concept;-.; and ways of t h i n k i n g about N a t i o n a l Heritage, 
C u l t u r e , being C i v i l i s e d . And, i n t h i s sense, a r t i s 
only one part of a set of ide o l o g i e s and r e l a t i o n s of 
B r i t i s h c a p i t a l i s t s o c i e t y . The content of a r t may be 
transformed (or new contents may be accepted i n t o the 
d e f i n i t i o n of what a r t may be), but, i f the new content 
he.comes a r t , i t i s f i r s t and foremost a r t , and a new 
content only secondly,, Thus the fa c t t h a t Marcel Duchamp 
was able t o send a u r i n a l t o a Paris e x h i b i t i o n and have i t . 
accepted d i d not change a r t : t h a t u r i n a l became a r t however, 
although no other u r i n a l s became a r t . The Dadaists and 
S u r r e a l i s t s supposed they could r a d i c a l l y a l t e r or transform 
a r t by r i d i c u l e . They could.n rt. And so Duchamp could 
w r i t e i n 19&2 l o o k i n g back on the event 
I threw the b o t t l e - r a c k and the u r i n a l i n t o t h e i r 
faces as a challenge and now they worship them f o r 
t h e i r a e s t h e t i c beauty u (6) 
The challenge at the l e v e l of content f a i l e d , because 
Ho 
a r t e x i s t s through i t s s o c i a l r e l a t i o n s and as an ideology; 
not through i t s content. Medieval p a i n t i n g was no more 
•art • than Medieval book-binding or c a r t - c o n s t r u c t i o n ; 
Medieval p a i n t i n g , however, became ' a r t ' through the 
developments of a l a t e r generation. 
W i l l i a m Morris challenged the s o c i a l existence 
of a r t i n a more fundamental way: he challenged i t as part 
of a d i v i s i o n of labour, a d i v i s i o n of classes, and a 
d i v i s i o n of c u l t u r e s . He challenged the conceptual 
segmentation of the environment, and the s o c i a l i m p l i c a t i o n s 
of t h i s segmentation. The Dada and S u r r e a l i s t challenge of 
l a t e r years was, by comparison, more on the l e v e l of 'Let's 
p i c k our noses i n p u b l i c ' - a r i d i c u l e sojnetiiv.es t r i v i a l , 
and sometimes serious. That W i l l i a m M o r r i s , the Dada, 
and the S u r r e a l i s t movements are a l l now, i n various ways, 
presentable as heroes of the h i s t o r y of Western a r t , w i t h i n 
the Western t r a d i t i o n (a c l a s s l e s s f o r m u l a t i o n t h a t over-
r i d e s both class and p a r t i c u l a r i t y ) reveals something 
fundamental about the conceptual and s o c i a l r e l a t i o n s of 
7 
a r t and c u l t u r e . 
I n both the U.S.S.R. and B r i t a i n , the maker of 
a p a i n t i n g , a t a p e s t r y , or a s t a t u e , i s an a r t i s t ; the 
maker of a car, or a road, i s , by c o n t r a s t , a manual worker. 
This t h e s i s i s about an ideology and a set of s o c i a l 
r e l a t i o n s and. a way of t a l k i n g t h a t embodies such d i s t i n c t -
i o n s . The examination of aspects of the nineteenth 
century i n t h i s chapter i s an examination of how the 
exclusive and s o c i a l l y confined i d e o l o g i e s and s o c i a l 
r e l a t i o n s of a r t of the eighteenth century came t o be made-.' 
• p u b l i c ' concerns t h r o u g h the a c t i o n s o f b o t h p r i v a t e 
i n d i v i d u a l s and t h r o u g h t h e i n t e r v e n t i o n o f t h e s t a t e i n 
p r o m o t i n g a r t and i t s a s s o c i a t e d p r a c t i c e s and i d e o l o g i e s , 
The S t a t e 
Given t h a t t h e a c t i o n s and e x i s t e n c e o f t h e B r i t i s h 
s t a t e s h a l l f i g u r e e x t e n s i v e l y i n my arguments, some 
p r e l i m i n a r y d e f i n i t i o n s o f what i t i s t h a t t h e s t a t e i e 
are necessary,, My d e f i n i t i o n s o f t h e s t a t e s h a l l , at 
t h i s p o i n t , s t a n d l a r g e l y as a s s e r t i o n s : as such t h e y 
r e p r e s e n t s t a t e m e n t s d e r i v e d from an a n a l y s i s o f t h e 
a c t i o n s and e x i s t e n c e o f t h e s t a t e i n t h e n i n e t e e n t h and 
t w e n t i e t h c e n t u r i e s , w hich a n a l y s i s w i l l be p r e s e n t e d i n 
t h i s and t h e f o l l o w i n g c h a p t e r . The d e f i n i t i o n s a r e t o be 
t r e a t e d , t h e r e f o r e , as s t a t e m e n t s t o be e x p l o r e d and t e s t e d 
g 
as t h e p r e s e n t a t i o n o f m a t e r i a l proceeds. 
Gramsci d e f i n e d t h e s t a t e as; 
th e e n t i r e complex o f p r a c t i c a l and t h e o r e t i c a l 
a c t i v i t i e s w i t h which t h e r u l i n g c l a s s n ot o n l y 
j u s t i f i e s and m a i n t a i n s i t s dominance, but manages t o 
w i n t h e a c t i v e consent o f those over whom i t r u l e s . ( 9 ) 
And l a t e r he added t h a t ; 
every s t a t e i s e t h i c a l i n as much as one of i t s most 
i m p o r t a n t f u n c t i o n s i s t o r a i s e t h e g r e a t mass o f t h e 
. p o p u l a t i o n t o a p a r t i c u l a r c u l t u r a l and moral l e v e l , 
a l e v e l ( o r t y p e ) w hich corresponds t o t h e needs o f 
the p r o d u c t i v e f o r c e s f o r development, and hence t o 
t h e i n t e r e s t s o f t h e r u l i n g c l a s s e s . The s c h o o l as 
a p o s i t i v e e d u c a t i v e f u n c t i o n , and t h e c o u r t s as 
a r e p r e s s i v e and n e g a t i v e e d u c a t i v e f u n c t i o n , a r e 
the most i m p o r t a n t s t a t e a c t i v i t i e s i n t h i s sense: 
b u t , i n r e a l i t y , a m u l t i t u d e o f o t h e r so c a l l e d p r i v a t e 
i n i t i a t i v e s and a c t i v i t i e s l e a d t o t h e same end -
i n i t i a t i v e s and a c t i v i t i e s which form t h e a p p a r a t u s 
o f t h e p o l i t i c a l and c u l t u r a l hegemony o f t h e r u l i n g 
classes*, ( 1 0 ) 
For t h e purposes o f t h i s s t u d y t h e s t r e s s i n t h e f i r s t o f 
t h e s e q u o t a t i o n s on t h e s t a t e managing t o " w i n t h e a c t i v e 
consent o f those over whom i t r u l e s " , and, i n t h e second 
q u o t a t i o n , f u n c t i o n i n g t o " r a i s e t h e g r e a t mass o f t h e 
p o p u l a t i o n t o a p a r t i c u l a r c u l t u r a l and moral l e v e l " i s 
i m p o r t a n t . Moreover, t h i s a s p e c t o f t h e s t a t e as 
• s e d u c t i o n ' i s r i g h t l y seen i n t h e above as c o r r e s p o n d i n g 
t o t h e o t h e r a s p e c t s o f t h e s t a t e as r e p r e s s i o n ( c o u r t s , 
G"b C o j ) 
The s t a t e must be seen i n a r e l a t i o n a l sense: 
not as a c l o s e d i n s t i t u t i o n , o r a machine or c o l l e c t i o n o f 
r o l e s i n t h e a b s t r a c t . As p a r t o f a s e t o f r e l a t i o n s , t h e 
s t a t e i s p a r t o f and i s bound up w i t h a s p e c i f i c f o r m o f 
s o c i e t y <- a ' c a p i t a l i s t ' s t a t e cannot become a ' s o c i a l i s t ' ' 
s t a t e t h r o u g h a change i n t h e e x e c u t i v e * 
Seeing t h e s t a t e i n a r e l a t i o n a l sense, 
Gramsci s t r e s s e s a l s o t h e r e l a t i o n s h i p o f " p r i v a t e i n i t i a t i v e s 
and a c t i v i t i e s " t o the a c t i o n s / e x i s t e n c e of t h e s t a t e . 
T h i s p o i n t s h a l l be i m p o r t a n t f o r our a n a l y s i s , where 
" s o - c a l l e d p r i v a t e a c t i v i t i e s and a c t i v i t i e s " s h a l l be met. 
i n two f o r m s : f i r s t l y , ' p r i v a t e ' i n t h e sense t h a t a 
person who has no f o r m a l r o l e w i t h i n the s t a t e t a k e s an 
a c t i o n or i n i t i a t i v e w i t h o u t b e i n g r e q u e s t e d t o take t h a t 
a c t i o n or i n i t i a t i v e by any f o r m a l o f f i c i a l o f the s t a t e ; 
an example c o u l d be the f o u n d a t i o n o f a s c h o o l or museum: 
sec o n d l y t h e r e i s a form o f ' p r i v a t e n e s s * t h a t we s h a l l 
meet f r e q u e n t l y i n d i s c u s s i o n s o f a r t , namely an ' i d e o l o g i c a l 
privatenc-ss *; t h i s i s t h e s o r t o f ' p r i v a t e n e s s ' i m p l i e d 
by t f t e 'independence' o f t h e B.B.C, or the A r t s C o u n c i l } 
b o t h q r e s t a t e o r g a n i s e d , and, i n v a r i o u s ways, s t a t e 
financed-: b o t h a r e c o n s t i t u t i o n a l l y independant„ 
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W i t h i n t h e s o c i a l d e m o c r a t i c i d e o l o g y the s t a t e 
i s seen t o a c t as ' s o c i e t y 1 : i t can 'do' or 'not do' 
on b e h a l f o f and as ' s o c i e t y ' ( t h e p u b l i c ) . T h i s i s an 
i m p o r t a n t f e a t u r e o f t h e s t a t e , and, as, i n t h e l a t t e r 
h a l f o f t h e 2 0 t h c e n t u r y , t h e s t a t e becomes i n c r e a s i n g l y , 
t h r o u g h t a x a t i o n , t h e g i v e r or w i t h - h o l d e r o f money and 
r e s o u r c e s , t h e power o f t h e s t a t e t o d e c i d e ( i n p u r e l y 
f i n a n c i a l t e r m s ) what i s and what i s not t o count as 
' s o c i e t y ' or ' p u b l i c i n t e r e s t ' becomes immense, C o r r i g a n 
has w r i t t e n about t h e s t r u g g l e s over what i s t o count as 
s o c i e t y as f o l l o w s ; 
I f one i n v e s t i g a t e s t h e h i s t o r y o f c l a s s s t r u g g l e -
i n B r i t a i n i n t h e f i r s t h a l f o f the n i n e t e e n t h 
c e n t u r y (when t h e s o c i a l d e m o c r a t i c i d e o l o g y o f t h e 
S t a t e a c t i n g as s o c i e t y ( N a t i o n a l I n t e r e s t ) was 
b e i n g m a t e r i a l i s e d ) , one d i s c o v e r s t h a t c l a s s 
s t r u g g l e raged over what was t o count as ' S o c i e t y ' * 
By t h i s I do not mean t h a t t h e r e were d i s p u t e s over 
p o s s e s s i o n of an u n p r o b l e m a t i c o b j e c t , b u t t h a t t h e 
s t r u g g l e concerned whether some ways o f making t h i n g s 
and b e i n g a l i v e were t o be r e p r o d u c e d ( t o count as 
' S o c i e t y ' ) and t h u s o t h e r s would n o t be r e p r o d u c e d ( t h e y , 
r a t h e r would count as ' a n t i - S o c i e t y • ) * I n these 
s t r u g g l e s t h e b o u r g e o i s i e d i s c o v e r e d themselves as a 
c l a s s ambiguously r e l a t e d (as t h e y a r e t o t h i s day) 
t o S t a t e a p p a r a t u s e s and ( i m p o r t a n t l y ) t h e r e l a t i o n s 
o f p r o d u c t i o n i n d i c a t e d by t h e term F i n a n c e - C a p i t a l 
(The Bank o f England, t h e C i t y o f London). ( 1 1 ) 
The a m b i g u i t y o f the r e l a t i o n s o f v a r i o u s groups 
t o t h e s t a t e i s i m p o r t a n t . Keeping t h i s a m b i g u i t y i n mind. 
we s h a l l be l e s s tempted t o see t h e s t a t e as s i m p l y a 
blunderbuss c o n t r o l l e d by a p a r t i c u l a r group, and see i t 
r a t h e r as e x i s t i n g w i t h i n and as p a r t o f s p e c i f i c h i s t o r i c a l l y 
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d e f i n e d r e l a t i o n s , . 
The Royal A cade my: a ' p r i v a t e ^ ' pv.b l i e '^aud ' s t a t e v 
I n s t i t u t i o n 
I n t h e n i n e t e e n t h c e n t u r y t h e R o y a l Academy 
1 ^ 
was a c e n t r a l forum f o r the i d e o l o g i c a l and m a t e r i a l 
p r o d u c t i o n o f f i n e a r t . The e x i s t e n c e o f t h e Academy 
d e f i n e d t h e n a t u r e o f f i n e a r t , and s e t t h e c o n d i t i o n s 
f o r o p p o s i t i o n t o t h e e s t a b l i s h e d d e f i n i t i o n s o f a r t . 
I n t h e p r e v i o u s c h a p t e r the a m b i g u i t y o f t h e r e l a t i o n between 
t h e Royal Academy and t h e s t a t e was mentioned, and t h i s 
ambiguous r e l a t i o n s h i p i s c r u c i a l t o an u n d e r s t a n d i n g 
o f b o t h t h e d i s t i n c t i v e n e s s o f t h e R o y a l Academy, and t h e 
s t r e n g t h o f i t s i d e o l o g i c a l p o s i t i o n w i t h i n t h e s o c i a l 
r e l a t i o n s o f a r t . 
The g r a n t i n g o f the I n s t r u m e n t o f F o u n d a t i o n 
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by t h e K i n g was t h e g i v i n g o f o f f i c i a l r e c o g n i t i o n and 
su p p o r t by t h e head o f s t a t e ; b u t , a t t h e same t i m e , 
t h i s was an a c t i o n t h a t ( i n i d e o l o g i c a l t e r m s ) was 'not -
s t a t e 1 . T h i s f o l l o w s f r o m t h e p o s s i b i l i t y o f t h e B r i t i s h 
Monarch a c t i n g and e x i s t i n g i n s e v e r a l c a p a c i t i e s . 
I n h i s f i r s t c a p a c i t y t h e Monarch i s head o f 
s t a t e t h r o u g h p a r l i a m e n t : t h e King's m i n i s t e r s and t h e i r 
s u b o r d i n a t e s t a k e a c t i o n s and make laws v a l i d a t e d by t h e 
monarch, and t h i s i s t h e sense i n which t h e i d e a o f ' s t a t e ' 
as an a c t i n g , d o i n g body i s f r e q u e n t l y u n d e r s t o o d i n n i n e t e e n t h 
c e n t u r y r e f e r e n c e s i n c o n n e c t i o n w i t h a r t and t h e s t a t e . 
I n h i s second c a p a c i t y , t h e Monarch can, as 
Monarch, t a k e a c t i o n s on h i s own b e h a l f , as i n s i g n i n g t h e 
•Royal' I n s t r u m e n t of: F o u n d a t i o n s - t h i s a c t i o n reuiains 
ai d i r e c t t r a n s a c t i o n between t h e Monarch and t h e o r g a n i s a t i o n , 
and no r i g h t s o f l e g i t i m a t e i n t e r f e r e n c e a r e bestowed upon 
p a r l i a m e n t t h r o u g h such a t r a n s a c t i o n . T h i s r e l a t i o n s h i p 
i s u n d e r s t o o d , t h e r e f o r e , i n n i n e t e e n t h c e n t u r y r e f e r e n c e s 
as 'not s t a t e ' , d e s p i t e the i n v o l v e m e n t o f t h e n o m i n a l 
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head o f s t a t e i n h i s c a p a c i t y as a Roy a l p e r s o n . 
I n h i s t h i r d c a p a c i t y t h e Monarch e x i s t s as a 
p r i v a t e person w i t h a c o n s i d e r a b l e p r i v a t e f o r t u n e a t h i s 
d i s p o s a l . He can bestow funds or premises upon a n o t h e r 
p e r s o n or o r g a n i s a t i o n - as w i t h t h e g r a n t i n g o f premises 
t o t h e Roy a l Academy, and t h e i n i t i a l g i v i n g o f some 
f i n a n c i a l a s s i s t a n c e ; t h i s money, and t h e premises, are 
not ' p u b l i c ' or t h e concern o f the s t a t e . T h i s t h i r d f o r m 
o f a c t i o n by t h e Monarch d i f f e r s f r o m t h e second i n t h a t , 
i n t h e second, he i s b e s t o w i n g a ' r o y a l ' t i t l e - i . e . , 
he i s a c t i n g as Monarch. I n the second case, however, he 
i s n e v e r t h e l e s s a c t i n g as a p r i v a t e Monarch. I n t h e f i r s t 
case he i s a ' p u b l i c ' Monarch; i n t h e t h i r d case he i s a 
p r i v a t e p e r s o n . 
The R o y a l Academy, as we have n o t e d , r e l a t e d t o 
t h e K i n g i n two o f t h e above ways: i t was g r a n t e d a 'Royal' 
t i t l e (second c a p a c i t y ) and i t was g i v e n premises and 
l i m i t e d f i n a n c e . Any r i c h person c o u l d have done t h e 
second o f these ( a c t e d i n t h e Monarch's t h i r d c a p a c i t y ) ; 
t h e ' r i c h n e s s ' o f t h e Monarch ( d e s p i t e t h i s ' r i c h n e s s ' 
b e i n g r e l a t e d t o t h e Monarch b e i n g Monarch) i s t h e r e f o r e 
o n l y a r e i n f o r c e m e n t t o t h e f i r s t and second forms o f 
e x i s t e n c e o f t h e Monarch ( f i r s t and second ' c a p a c i t i e s ' , a b o v e ) . 
The i d e o l o g i c a l s t r e n g t h and i m p o r t a n c e o f t h e Academy i n 
th e n i n e t e e n t h c e n t u r y r e l a t e s t o , t h e r e f o r e , t h e p o s s i b i l i t y 
o f i t s b e i n g 'independent' as an i n s t i t u t i o n , and y e t 
a t t h e same time s e t up ( g r a n t e d a c h a r t e r ) by t h e Head 
of s t a t e , as head o f s t a t e , w i t h o u t r e f e r e n c e t o t h e 
a c t u a l machinery o f s t a t e ( p a r l i a m e n t , c i v i l s e r v i c e , 
' p u b l i c a c c o u n t a b i l i t y ' , e t c . ) . 
1*t6 
The importance o f t h e Monarch, t h e r e f o r e , i s 
t h a t he i s a b l e t o be ' s t a t e ' and ' n o t - s t a t e ' a t the same 
t i m e : hence t h e Academy c o u l d take t o i t s e l f some o f t h e 
l e g i t i m a c y o f b e i n g s t a t e , b e i n g o f f o c i a l , w i t h o u t t h e r e f o r e 
Ik 
b e i n g a l s o an i n s t r u m e n t o f government. 
A R e l a t i o n a l S o c i o l o g y 
Marxism o f f e r s a r e l a t i o n a l view o f what we might 
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o t h e r w i s e t e r m p o l i t i c a l , s o c i a l and economic i n s t i t u t i o n s . 
The importance o f t h i s i s t h a t i t a l l o w s us t o d i s s o l v e 
and r e c o n s t i t u t e some o f t h e complex o f r e l a t i o n s t h a t 
c o n s t i t u t e a s o c i a l system, and which would o t h e r w i s e 
remain i m p e r v i o u s , p r e s e n t i n g o n l y t h e l e g a l and c o n s t i t u t i o n a l 
' f r o n t ' made a v a i l a b l e w i t h i n the terms o f the s o c i a l 
p r e s e n t a t i o n and i d e o l o g y . ^ Not o n l y , however, must 
we d i s s o l v e s o c i a l d i s t i n c t i o n s (such as th o s e between 
d i f f e r e n t a s p e c t s o f t h e K i n g , or between ' a r t ' and 
' n o t - a r t ' ) , b u t we must a l s o u n d e r s t a n d t h e s o c i a l and 
i d e o l o g i c a l i m p o r t a n c e of such d i s t i n c t i o n s . 
One c o u l d , f o r i n s t a n c e , d e s i g n a t e t h e B r i t i s h 
r u l i n g c l a s s i n the n i n e t e e n t h c e n t u r y as c o m p r i s i n g t h e 
government and i t s a d m i n i s t r a t i o n ( o f w h i c h t h e Monarch 
i s , i n one sense, he a d ) , entrepreneur c a p i t a l i s t s , a l a n d e d 
a r i s t o c r a c y , and, i n p a r t , the e s t a b l i s h e d churcho But 
such a g r o u p i n g would be i n many ways t o o t i g h t and 
e x c l u s i v e . I t would camouflage t h e c o m p l e x i t y o f r e l a t i o n s 
w i t h i n w h i c h , f o r example, a c h a r i t y s c h o o l i s b o t h an arm 
o f t h e r u l i n g c l a s s ( i n as f a r as i t works w i t h i n c e r t a i n 
s e t s o f id e a s about e d u c a t i o n , and i s perhaps i n s p e c t e d 
by and p a r t i a l l y s u p p o r t e d by t h e s t a t e ) , and i s a l s o 
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p o t e n t i a l l y an o r g a n i s a t i o n f o r e d u c a t i n g w o r k i n g c l a s s 
c h i l d r e n i n o p p o s i t i o n t o t h e dominant i d e o l o g y and c o n t r o l . 
Thus, t o d e s i g n a t e t h e r u l i n g c l a s s i n i n s t i t u t i o n a l t e r m s , 
as a d e f i n a b l e group, i s i n some ways t o a b s t r a c t t h e r u l i n g 
c l a s s (and t h e s t a t e ) from t h e s e t o f r e l a t i o n s t h r o u g h 
w hich and as p a r t o f which i t e x i s t s , and t h u s a l s o t o 
co n c e a l t h e c o n t r a d i c t i o n s i n h e r e n t i n t h e r e l a t i o n s o f 
A^hich t h e r u l i n g c l a s s i s p a r t . 
The r u l i n g c l a s s i s d e f i n e d i n r e l a t i o n t o t h e 
means o f p r o d u c t i o n - p r o d u c t i o n which i s m a t e r i a l , hence 
i s w e a l t h and power, which i s th u s p o l i t i c a l , b ut which 
i s a l s o , f o l l o w i n g f r o m t h i s , a r e l a t i o n o f p r o d u c t i o n o f 
knowledge - knowledge which i s a l s o power. 
The S t a t e i n R e l a t i o n t o t h e Academy and t o T a s t e 
The above p o i n t s must be borne i n mind i n 
a t t e m p t i n g an u n d e r s t a n d i n g o f t h e Royal Academy i n t h e 
n i n e t e e n t h c e n t u r y , and why the Academy, as a p r i v a t e 
c o r p o r a t i o n o f s e l f e l e c t e d members, c o u l d come t o be a 
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l e g i t i m a t e concern o f p a r l i a m e n t on s u c c e s s i v e o c c a s i o n s . 
By t h e m i d - c e n t u r y t h e Academy had moved from 
Somerset House (a ' n o t - s t a t e * b u i l d i n g i n as f a r as i t 
was g r a n t e d by t h e K i n g as a p r i v a t e p e r s o n ) t o p a r t o f t h e 
new N a t i o n a l G a l l e r y (a p u b l i c , i . e . , ' s t a t e ' b u i l d i n g ) , 
and t h i s o c c u p a t i o n o f a ' p u b l i c ' b u i l d i n g might be supposed 
t o be a l e g i t i m a t e p r e t e x t f o r s t a t e e n q u i r y i n t o t h e 
f u n c t i o n i n g o f t h e Academy^ b u t , as a p r e t e x t , i t was not 
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a,n i t s e l f c o n v i n c i n g . 
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D a n i e l M a c l i s e , Esq., R.A., commented i n 1653 
on t h e s u c c e s s i o n o f s t a t e e n q u i r i e s i n t o t h e Academy as 
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f o l l o w s : 
I o f t e n wonder why these i n q u i r i e s are b e i n g c o n s t a n t l y 
made. D u r i n g t h e whole o f my c a r e e r t h e r e has been 
a s e r i e s o f i n q u i s i t i o n s as t o i t s /The Academy's/ 
p r o c e e d i n g s , which appear r a t h e r e x t r a o r d i n a r y t o me, 
and the same t h i n g happens over and over a g a i n . 
Even t h e q u e s t i o n s which were answered 15 or 20 
y e a r s ago c r o p up a g a i n . There seems t o be a new 
r a c e o f i n q u i r e r s who make t h e same s u g g e s t i o n s , and; 
ask us t h e same q u e s t i o n s , r e q u i r i n g us t o g i v e 
answers v/hich have been g i v e n a l r e a d y . ( 2 0 ) 
To a l i m i t e d e x t e n t H a c l i s e was r i g h t . There was a new 
r a c e o f e n q u i r e r s who r e p r e s e n t e d a s t a t e t h e d i r e c t 
machine o f which was expanding t h r o u g h t h e c o n s t r u c t i o n of.' 
o r g a n i s a t i o n s i n many f i e l d s , i n c l u d i n g a n e t w o r k o f 
government a r t / d e s i g n s c h o o l s . Rut t h e e n q u i r e r s were 
no mere meddlers; t h e y were p a r t o f a c o n s t a n t s e a r c h 
by t h e s t a t e t o d i s c o v e r what was g o i n g on i n the. c o u n t r y , 
and what t h e people ( e s p e c i a l l y t h e new and somewhat 
a l a r m i n g urban w o r k i n g c l a s s e s ) were d o i n g ; how t h e 
v/orking c l a s s e s c o u l d be c o n t r o l l e d ; how i n d u s t r y c o u l d 
be c o n t r o l l e d and made more e f f i c i e n t ; and, as p a r t of 
t h i s g e n e r a l e n t e r p r i s e , what was happening and c o u l d be 
done about people's b e h a v i o u r and t h o u g h t s . Not t h a t 
• b e h a v i o u r 1 and ' t h o u g h t ' c o n t r o l was ever expressed 
i n such words; i n t h e a r e a o f a r t and c u l t u r e , f o r i n s t a n c e , 
t h e matter__came under t h e heading o f ' p u b l i c t a s t e 1 . 
The n a t u r e o f ' p u b l i c t a s t e ' v/as a c e n t r a l 
concern o f t h e s t a t e when i n v e s t i g a t i n g m a t t e r s o f a r t . One 
o f t h e r e q u i r e m e n t s o f t h e 1863 commission " a p p o i n t e d t o 
e n q u i r e i n t o t h e p r e s e n t p o s i t i o n o f t h e R o y a l Academy 
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i n r e l a t i o n t o the F i n e A r t s " was t o assess measures 
r e q u i r e d t o r e n d e r t h e R o y a l Academy 
more u s e f u l i n p r o m o t i n g A r t and i n i m p r o v i n g and 
d e v e l o p i n g p u b l i c t a s t e ; 
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For ' t a s t e ' c o u l d e l e v a t e a man f r o m h i s l c v / l y s t a t u s ; i n 
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t h e words o f Alexander B e r e s f o r d Hope, M.P. ; 
Men who were mere workmen a few y e a r s ago are g e t t i n g ; 
more and more a r t i s t i c w i t h t h e g r o w t h o f g u b l i c 
t a s t e ; 
Having a l r e a d y seen t h e sense i n which a r t , hence b e i n g 
• a r t i s t i c ' i m p l i e s a f o r m o f 'being c i v i l i s e d ' ( b e i n g 
as t h e upper c l a s s e s ) i t can be seen i n what sense a concern 
w i t h ' p u b l i c t a s t e ' and t h e development, c o n t r o l and p r o m o t i o n 
o f t h a t t a s t e , i s a l s o a form o f i d e o l o g i c a l c o n t r o l , and 
a form o f i n c o r p o r a t i o n o f people i n t o s p e c i f i c forms o f 
b e h a v i o u r - i n t o a s p e c i f i c f o r m o f s o c i a l system. 
A p a r t from t h e ' c o n t r o l ' element i n d i s c u s s i o n s 
o f t a s t e i n t h e n i n e t e e n t h c e n t u r y , t h e r e i s a l s o t h e assum-
p t i o n ( o f t e n e x p l i c i t ) t h a t r a i s i n g t a s t e , and hence 
r a i s i n g consumer d i s c r i m i n a t i o n , and r a i s i n g a l s o m a n u f a c t u r -
i n g s t a n d a r d s , ( t h e s e t h r e e b e i n g r e l a t e d ) would i n e v i t a b l y 
p l a c e B r i t i s h manufacture i n a b e t t e r c o m p e t i t i v e p o s i t i o n 
i n r e l a t i o n t o f o r e i g n markets* The p e r c e i v e d c o n n e c t i o n 
between r a i s i n g t a s t e , and success i n f o r e i g n markets, i s 
an i m p o r t a n t f a c t o r i n u n d e r s t a n d i n g t h e i n v o l v e m e n t o f 
p a r l i a m e n t i n b o t h t h e a f f a i r s o f t h e ( p r i v a t e ) Royal 
Academy o f A r t s , and i n t h e e x t e n s i v e s t a t e ( p u b l i c ) 
a r t and d e s i g n s c h o o l system. 
Tiie Ne_ed f o r S t a t e C o n t r o l and t h e Fear o f S t a t e C o n t r o l 
D a n i e l M a c l i s e ' e o u t r i g h t c r i t i c i s m o f t h e 1863 
commission o f e n q u i r y i n t o t h e Royal Academy was u n u s u a l ; " 
most o b j e c t i o n s were more muted. l a the case o f East lake.', 
t h e P r e s i d e n t o f t h e Academy, however, one may suspect 
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t h a t h i s acceptance o f t h e r i g h t o f p a r l i a m e n t t o e n q u i r e 
v/as i n p a r t a d i p l o m a t i c a c c e p t a n c e . For, w h i l e t h e 
commissioners suggested t h a t t h e b a s i s upon which t h e y had 
a r i g h t o f e n q u i r y v/as i n p a r t on account o f t h e Academy 
occ u p y i n g a p u b l i c b u i l d i n g ( p a r t o f t h e N a t i o n a l G a l l e r y ) 
E a s t l a k e c o n s t a n t l y a f f i r m e d i n h i s w i t n e s s t h a t t h i s v/as 
not t h e p o i n t ; t h e p o i n t was, r a t h e r , t h a t d e s p i t e i t s 
b e i n g a ' p r i v a t e ' i n s t i t u t i o n , t h e p o s i t i o n and r e s p o n s i b i l i t y 
o f t h e Academy was ' n a t i o n a l ' , and hence t h e Academy 
was open t o p u b l i c s c r u t i n y on t h a t s c o r e . We may suspect, 
t h a t E a s t l a k e i s , i n t h i s argument, a t t e m p t i n g t o d i v e r t 
a t t e n t i o n f r o m an o b v i o u s l y s e n s i t i v e area ( p o s s i b l e 
p a r l i a m e n t a r y c o n t r o l o f t h e Academy t h r o u g h a l l o c a t i o n o f 
t h e b u i l d i n g ) ; however, t h e t h r u s t o f h i s p o s i t i o n i s 
t o emphasise t h e success o f a ' f r e e m a r k e t ' / 1 p r i v a t e 
r e s p o n s i b i l i t y ' s i t u a t i o n , and t h i s argument c a r r i e s a 
f a r w i d e r s i g n i f i c a n c e t h a n s i m p l y t h e s e l f - i n t e r e s t o f 
th e Academy. 
The emphasis on ' f r e e market ' / ' p r i v a t e r e s p o n s i b i l i t y ' 
r e p r e s e n t s a l i n e o f argument s t i l l c u r r e n t . As v/e s h a l l 
see i n c h a p t e r s i x , t h i s argument i s c e n t r a l t o t h e 
i d e o l o g i c a l development o f s t a t e i n t e r v e n t i o n i n t h e a r t s 
i n t h e 1939" 1975 p e r i o d . The argument embodies i d e a s 
o f freedom and s e l f - h e l p under a u t h o r i t a t i v e a d v i s o r y 
guidance. 
That t h e s t a t e had a r o l e t o p l a y i n t h e f i e l d 
o f the a r t s was an argument put f o r w a r d by many i n t h e 
n i n e t c o n t h c e n t u r y , " and t h e assistance o f t h e s t a t e i n 
monetary terms was seen as d e s i r a b l e . The commissioners i n 
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27 t h e 1863 e n q u i r y f r e q u e n t l y d i s c u s s t h e p o s s i b i l i t y o f 
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g r a n t s f o r a r t i s t s , and R u s k i n , as a w i t n e s s a t t h e 
e n q u i r y , argued t h a t a system o f s u b s i s t a n c e g r a n t s f o r 
a r t i s t s would be d e s i r a b l e i f o n l y because i t would 
f r e e a r t i s t s f r o m t h e d i c t a t e s o f a c o m p e t i t i v e commercial 
market s i t u a t i o n which he saw as t e n d i n g t o induce bad 
29 
and i g n o b l e work, 
D i r e c t s t a t e a i d was (and i s ) more o f t e n f e a r e d 
t h a n t h e open market, however; f o r , freedom b e i n g o f t h e 
essence o f a r t ^ a n d t h e f r e e - m a r k e t b e i n g , by d e f i n i t i o n , 
f r e e , t h e s t a t e v/as best kept out o f d i r e c t c o n t r o l o f 
t h e upper r e g i o n s o f a r t i s t i c p r o d u c t i o n . A s s i s t a n c e 
w i t h o u t c o n t r o l v/as welcome; a s s i s t a n c e w i t h c o n t r o l was 
seen as d a n g e r o u s . ^ 
I n t h e c o n t e x t , however, o f i n d u s t r i a l i s a t i o n , 
mass p r o d u c t i o n , t h e a l a r m i n g expansion o f towns, and t h e 
apparent break-down o f a s t r i c t a e s t h e t i c o r d e r i n t h e 
a r t s , v a r i o u s people f e l t t h a t a c e n t r a l c o n t r o l of some 
s o r t v/as n e c e s s a r y . B e r e s f o r d Hope, M.P., i n h i s evidence 
t o t h e 1863 e n q u i r y e n c a p s u l a t e s s u c c i n c t l y t h e e x t e n t 
and n a t u r e o f the c o n t r o l d e s i r e d : 
The a r t movement h a v i n g o f l a t e y e a r s t a k e n v a r i o u s 
developments r e q u i r e s some c e n t r a l r e g u l a t i n g 
i n f l u e n c e . At pr e s e n t t h e r e i s a s t r o n g movement 
g o i n g on which I need not a l l u d e t o f u r t h e r , t h e 
e f f e c t o f which would be t o pl a c e t h a t c e n t r a l r e g u l a t i n g 
i n f l u e n c e under t h e d i r e c t and unchecked c o n t r o l o f 
t h e Government, and make i t i n f a c t a s i m p l e department 
o f the s t a t e . I conceive t h a t t h a t 
consummation would be v e r y dangerous indeed i n i t s 
i n f l u e n c e . W h i l e i t i s w e l l t h a t whatever Government 
a t t e m p t s on. b e h a l f of a r t s h o u l d be more s y s t e m a t i c a l l y 
and b e t t e r r e g u l a t e d t h a n a t p r e s e n t , i t v;ould 
be f a t a l i f t h i s were t o l e a d t o f r e e o p i n i o n and 
f r e e work b e i n g s u b o r d i n a t e d t o b u r e a u c r a t i c a u t h o r i t y . 
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Hope has s a i d , t h e r e f o r e , t h a t "some c e n t r q l r e g u l a t i n g 
i n f l u e n c e " i s r e q u i r e d , b ut t h a t t h e " d i r e c t and 
unchecked c o n t r o l o f t h e Government" would be " v e r y 
dangerous indeed i n i t s i n f l u e n c e " and " f a t a l " because t h i s 
might l e a d t o " f r e e o p i n i o n and f r e e work" b e i n g r e s t r i c t e d . 
Hope c o n s i d e r e d t h a t a s o l u t i o n t o the problem ( c e n t r a l 
r e g u l a t i o n w i t h o u t s t a t e c o n t r o l ) c o u l d be s u p p l i e d by a body 
such as t h e Roy a l Academy: 
Some body t h a t s h o u l d be e l e c t e d by t h e a r t i s t s 
and l o v e r s o f a r t , and which s h o u l d be independent 
o f t h e changes o f a d m i n i s t r a t i o n and p o l i t i c a l under-
c u r r e n t s , would, I t h i n k , be t h e proper body t o s u p p l y 
t h e c e n t r a l i n f l u e n c e . I co n c e i v e t h a t t h e Royal 
Academy o c c u p i e s t h e p o s i t i o n w hich such a body might 
f i l l ' ; and t h a t when i t was founded 100 ye a r s ago, 
i t was i n t e n d e d , a c c o r d i n g t o t h e i d e a s o f those t i m e s , 
t o f i l l t hose f u n c t i o n s . ( 3 2 ) 
The p o i n t I w i s h t o s t r e s s here i s t h e s u s p i c i o n o f s t a t e 
c o n t r o l i n r e l a t i o n t o t h e f i n e a r t s , i r i c o n j u n c t i o n w i t h 
t h e p e r c e p t i o n t h a t some form o f ' c o n t r o l ' i s necessary,. 
The R o y a l Academy r e p r e s e n t e d a f o r m o f f i n e a r t 
monopoly t h r o u g h t h e i n f l u e n c e e x e r c i s e d by a m e r i t o c r a c y 
o f a r t i s t s - m e r i t b e i n g d e f i n e d by t h e e x i s t i n g group 
o f a r t i s t s w o r k i n g under t h e s u b t l e patronage o f t h e c r o w n c 
T h i s was v e r y much a ' l a i s s e z - f a i r e ' system o f a r t i s t i c 
c o n t r o l i n a s o c i a l s i t u a t i o n where c h o i c e s and s t a n d a r d s 
r e l a t e d t o a system o f a r i s t o c r a t i c and b o u r g e o i s discourse,, 
The R o y a l Academy, however, was s m a l l , and i t s 
t e a c h i n g f u n c t i o n (by comparison w i t h academies i n o t h e r 
c o u n t r i e s ) was l i m i t e d . The s t a t e , i n i n v e s t i g a t i n g t h e 
Royal Academy, was as much concerned w i t h what i t was n o t 
d o i n g , as w i t h what i t was d o i n g . F o r , i n a w o r l d t h a t 
had r a p i d l y become i n d u s t r i a l i s e d , t h e ' l a i s s e z - f a i r e ' 
system o f c o n t r o l l i n g and p r o m o t i n g t a s t e was no l o n g e r 
s u f f i c i e n t . New c l a s s e s , new consumers, and new ways 
of l i f e , made i t necessary t h a t t a s t e be more f o r c e f u l l y 
s pread, and t h e g r o w t h o f i n d u s t r i a l p r o d u c t i o n had b r o u g h t 
t o t h e f o r e t h e problem o f t h e s e p a r a t i o n o f manual work 
and c r e a t i v i t y •» t h e problem o f ' d e s i g n ' . 
The S t a t e and P e s i g n E d u c a t i o n 
The R o y a l Academy r e p r e s e n t e d , t h r o u g h o u t t h e 
n i n e t e e n t h c e n t u r y , t h e h i g h e s t l e v e l o f a r t : i t c a t e r e d 
as an independent i n s t i t u t i o n f o r pure f i n e a r t , and maint« 
a i n e d , t h r o u g h i t s e x i s t e n c e , t h e i d e o l o g i c a l and s p i r i t u a l 
freedom o f a r t . 
The s t a t e , f a c e d w i t h t h e consequences and problems 
o f i n d u s t r i a l i s i n g c a p i t a l i s m , s e t up what c o u l d be c a l l e d 
a 'second l e v e l ' system o f a r t e d u c a t i o n , c o n t r o l l e d by 
the s t a t e , and aimed a t p r o d u c i n g b o t h d e s i g n t e c h n i c i a n s 
and a r a i s i n g o f t h e l e v e l o f p u b l i c t a s t e a c r o s s t h e 
c o u n t r y . 
C o n t r o l by t h e s t a t e o f t h e Royal Academy 
would have been u n t h i n k a b l e ( a l t h o u g h a l i t t l e i n t e r f e r e n c e 
and p r e s s u r e t o move i n c e r t a i n d i r e c t i o n s was a c c e p t a b l e . ) 
C o n t r o l o f a n a t i o n a l a r t / d e s i g n e d u c a t i o n system, was, 
however, a d i f f e r e n t m a t t e r . For t h e Academy c a t e r e d f o r . 
pure a r t , and f o r t h e a r t i s t i c e l i t e : t h e n a t i o n a l s t a t e 
system was t o d e a l w i t h a p p l i e d a r t , and w i t h t h e vr>ste 
o f t h e g e n e r a l p o p u l a t i o n . T h i s c o m b i n a t i o n o f 'freedom' 
a t t h e Academy l e v e l , and ' c o n t r o l ' a t t h e mass l e v e l i s 
i m p o r t a n t : f o r i n i t s 'freedom' t h e Academy p l a y s t h u s 
an i d e o l o g i c a l r o l e ; i t r e p r e s e n t s u n f e t t e r e d c r e a t i v i t y , . 
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The s t a t e e d u c a t i o n system i s t o r e p r e s e n t n o t , t h e r e f o r e ( i n 
i d e o l o g i c a l t e r m s ) ' c o n t r o l ' , b u t , r a t h e r , t h e a p p l i c a t i o n 
o f t h e p r i n c i p l e s f r e e l y developed by f r e e men ( t h e pure 
a r t i s t s ) t h r o u g h a mass e d u c a t i o n system* The a r t i s a n , 
t h e r e f o r e , i s not t o be o f f e r e d a r t ; he i s t o be o f f e r e d 
t h e t e c h n i q u e s developed by a r t i s t s . And i n t h i s way 
t a s t e ( m o r a l i t y , r i g h t t h i n k i n g , and c o m m e r c i a l l y u s e f u l 
t e c h n i q u e s ) w i l l be p r o p a g a t e d . 
P r i o r t o and a p a r t f r o m t h e s t a t e system o f a r t / -
d e s i g n e d u c a t i o n t h e o n l y ' a r t ' a v a i l a b l e t o t h e w o r k i n g 
c l a s s e s was t h a t a v a i l a b l e t h r o u g h t h e Mechanics I n s t i t u t e s , 
These p r o v i d e d i n f o r m a t i o n t h r o u g h l i b r a r i e s , l e c t u r e s , 
and c o l l e c t i o n s o f o b j e c t s . The f i r s t moves tow a r d s a 
s t a t e system o f a r t / d e s i g n e d u c a t i o n came i n 1o35 «'ith 
t h e s e t t i n g up o f a S e l e c t Committee on a r t s and t h e i r 
c o n n e c t i o n v / i t h m a n u f a c t u r e s . T h i s was s e t up on t h e 
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m o t i o n o f W i l l i a m Ewart, M.P., f o r L i v e r p o o l , 
t o e n q u i r e i n t o t h e b e s t means o f e x t e n d i n g a knowledge 
o f t h e A r t s and P r i n c i p l e s o f Design among t h e 
people ( e s p e c i a l l y the m a n u f a c t u r i n g p o p u l a t i o n ) 
o f the c o u n t r y , and a l s o t o e n q u i r e i n t o the 
c o n s t i t u t i o n o f t h e Roy a l Academy and t h e e f f e c t s 
produced by i t . ( 3 5 ) 
V a r i o u s persons had been campaigning f o r some 
t i m e f o r a . s t a t e _involvement__in .design and a r t e d u c a t i o n , 
t h e arguments b e i n g p r e s e n t e d on two f r o n t s : t h e f i r s t 
came from t h e ' r a d i c a l ' p o l i t i c i a n s and campaigners f o r 
' u s e f u l knowledge'; t h e second concerned m a n u f a c t u r e , and 
t h e economic advantages i n b o o s t i n g consumer d i s c r i m i n a t i o n 
and m a n u f a c t u r i n g s t a n d a r d s . 
The S o c i e t y f o r t h e Encouragement o f A r t s , 
3(5 
M a n u f a c t u r e s , and Commerce had been i n v o l v e d s i n c e i t s 
f o u n d a t i o n (175*+) i n these i s s u e s . I t had been i n v o l v e d 
i n b o t h f i n e and i n d u s t r i a l a r t s , a l t h o u g h i n t h e l a t t e r 
w i t h o n l y l i m i t e d success. Thus p r i z e c o m p e t i t i o n s i n 
1758 f o r designs f o r weaving, c a l i c o - p r i n t i n g , c a b i n e t 
making, "or any o t h e r Mechanic Trade t h a t r e q u i r e s T a s t e " 
had met v / i t h poor response. On t h e o t h e r hand t h e r e were 
many e n t r i e s f o r d r a w i n g p r i z e s , and t h o s e who r e c e i v e d 
t h e i r f i r s t r e c o g n i t i o n t h r o u g h t h e S o c i e t y i n c l u d e d 
Romney, Cosway, Lawrence, Cotman, E a s t l a k e , Landseer and 
M i l l a i s e 
Benjamin Robert Haydon, the h i s t o r i c a l p a i n t e r , 
was one o f t h e most p o w e r f u l i n d i v i d u a l campaigners f o r 
s t a t e patronage f o r a r t . There was v e r y l i t t l e a r t 
p u b l i c l y v i s i b l e i n t h e e a r l y n i n e t e e n t h c e n t u r y , and 
what t h e r e was tended t o be o f f i c i a l p o r t r a i t u r e i n c i v i c 
b u i l d i n g s and n a v a l e s t a b l i s h m e n t s . Haydon campaigned 
f o r c i v i c p a i n t i n g s a p p r o p r i a t e t o c i v i c b u i l d i n g s , and 
marine p a i n t i n g s i n marine e s t a b l i s h m e n t s , and so f o r t h . 
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H i s p a t r o n , S i r George Beaumont, gave Haydon access t o 
many prominent men o f t h e day, t h e argument b e i n g t a k e n 
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as f a r as Melbourne, t h e Prime M i n i s t e r . 
W i l l i a m Ewart, M.P., \Sh\s- one o f Haydon's most 
c o n s i s t e n t s u p p o r t e r s . A champion o f f r e e l i b r a r i e s , 
t h e a b o l i t i o n o f c a p i t a l punishment, t h e c r e a t i o n o f p u b l i 
museums and a r t g a l l e r i e s , Ewart was o f t h e o p i n i o n t h a t 
t h e Royal Academy had no i n t e r e s t i n c a r r y i n g f u r t h e r t h e 
^0 
p r o m o t i o n of t h e a r t s o f d e s i g n . Joseph Hume, t h e 
economist, was a l s o c r i t i c a l o f the Royal Academy on t h e 
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grounds t h a t i t o c c u p i e d h a l f t h e N a t i o n a l G a l l e r y i n 
T r a f a l g a r Square f o r s t u d i o s and keeper's l o d g i n g s . 
On t h e same grounds Ewart argued t h a t t h e Academy c o l l e c t i o n 
s h o u l d be opened f r e e t o t h e ' p u b l i c ' , s i n c e charges s h o u l d 
i f 1 
n ot be made f o r e n t r y i n t o a p u b l i c b u i l d i n g . 
The S e l e c t Committee s e t up as a consequence 
o f Ewart's m o t i o n of 1835 t o e n q u i r e i n t o t h e p o s s i b i l i t y 
o f d e s i g n s c h o o l s , recommended t h a t a Normal School o f 
Design s h o u l d be s e t up i n London; t h a t p r o v i n c i a l 
s c h o o l s s h o u l d be a s s i s t e d by g r a n t s ; t h a t museums and 
g a l l e r i e s s h o u l d be formed; and t h a t s c u l p t u r e and p a i n t i n g 
s h o u l d be used t o e m b e l l i s h p u b l i c b u i l d i n g s . The recommen-
d a t i o n s on d e s i g n e d u c a t i o n were a c c e p t e d , and t h e i r 
i m p l e m e n t a t i o n was put i n t o t h e charge o f t h e Board o f 
Trade, w i t h P o u l e t t Thomson ( l a t e r L o r d Sydenham), M.P. 
f o r Manchester,as p r e s i d e n t . Thomson o b t a i n e d a g r a n t 
o f one thousand and f i v e hundred pounds f o r t h i s v e n t u r e . 
The Beginnings o f t h e S t a t e System 
I n t h a t a s t a t e d e s i g n / a r t e d u c a t i o n system was 
s e t up Ewart, Haydon, and o t h e r campaigners f o r t h e d e v e l o p -
ment o f ' p u b l i c ' a r t , would appear t o have been, i n f o r m a l 
t e r m s , s u c c e s s f u l . I t i s i n t h e n a t u r e o f t h e s o c i a l , 
however, t h a t a ' r e s u l t ' , a 'consequence' (an achievement) 
does not f o l l o w from the a c t i o n s / i n i t i a t i v e s of one or two 
men, but i s , r a t h e r , t h e outcome o f a m u l t i p l i c i t y o f 
persons r e l a t i n g , p i o n e e r i n g , r e s i s t i n g , amending and s h a p i n g 
e v e n t s . The development o f s t a t e i n v o l v e m e n t i n a r t and 
t a s t e i s , t h e r e f o r e , not t o be e x p l a i n e d s i m p l y i n terms o f 
t h e work o f men'like W i l l i a m Swart, Benjamin Haydon, 
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Henry C o l e , P r i n c e A l b e r t , e t c e t e r a ; r a t h e r i t i s t o be 
e x p a l a i n e d i n terms of b o t h why t h e s e men promoted s t a t e 
i n v o l v e m e n t i n t a s t e and a r t , and why and how o t h e r s came 
t o a c c e p t , r e j e c t , shape or b r i n g i n t o b e i n g i n s t i t u t i o n s 
and i d e o l o g i e s . ! 
P o u l e t t Thomson, a s p r e s i d e n t of t h e Board of 
T r a d e , s e t up a C o u n c i l t o a d m i n i s t e r t h e new S c h o o l s o f 
Kb 
D e s i g n . T h i s C o u n c i l was t o a d m i n i s t e r t o t a l n a t i o n a l 
p o l i c y , and t o i t v/ere r e c r u i t e d m a n u f a c t u r e r s , a m a t e u r s 
and a r t i s t s , w i t h L o r d C o l b o r n e a s permanent c h a i r m a n . 
The a r t i s t s who were to s e r v e on t h e C o u n c i l were r e c r u i t e d , 
q u i t e n a t u r a l l y , from th e most r e p u t a b l e and r e s p e c t e d 
a r t i s t i c body of t h e day - The R o y a l Academy - p r e c i s e l y 
t h e body whose o r g a n i s a t i o n and i n f l u e n c e E w a r t and Haydon 
were opposed t o . Of t h e A c a d e m i c i a n s on t h e C o u n c i l , 
C h a r l e s R o b e r t C o c k e r e l l was t h e most e n e r g e t i c , and h i s 
s p e c i a l i t y was the d r a w i n g o f r e c o n s t r u c t i o n s o f G r e e k 
b u i l d i n g s and e x a c t r e p r e s e n t a t i o n s of t h e c l a s s i c a l orders,, 
He was p r o f e s s o r of a r c h i t e c t u r e a t t h e R o y a l Academy 
s c h o o l s , and t h e d e s i g n e r of t h e F i t z w i l l i a m Museum, 
Cambridge * 
G i v e n t h e s t a t u s , h i e r a r c h i e s and v a l u e s y s t e m s of 
t h e l 8 3 0 ' s , t h e c h o i c e of R o y a l A c a d e m i c i a n s t o dominate 
t h e a r t i s t i c membership of t h e C o u n c i l i s t o be e x p e c t e d . 
I t i s a l s o t o be e x p e c t e d , g i v e n t h e membership o f 
t h e C o u n c i l , and g i v e n t h a t t h e t a s k was t o s e t up a d e s i g n 
s c h o o l s y s t e m e s s e n t i a l l y f o r m e c h a n i c s and a r t i s a n s , 
t h a t t h e C o u n c i l s h o u l d c r e a t e a s y s t e m and s y l l a b u s w i t h i n 
w h i c h ' d e s i g n 1 was c o n c e i v e d of a s a m e c h a n i c a l a p p l i c a t i o n 
of f i n e a r t - an u n c r e a t i v e l e a r n i n g by r o t e of what ( r e a l ) 
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f i n e a r t i s t s had d i s c o v e r e d , and w h i c h would be a p p l i e d 
by d e s i g n e r s t o i n d u s t r i a l o b j e c t s . Haydon's r a d i c a l 
a d v o c a c y of p u b l i c f i n e a r t had been t r a n s f o r m e d i n t o a 
t e c h n o c r a t i c a p p l i c a t i o n of f i n e a r t o r n a m e n t a t i o n i n an 
i n d u s t r i a l s i t u a t i o n . F i n e a r t was t h u s r e s e r v e d t o t h e 
R o y a l Academy, i n r e l a t i o n t o w h i c h t h e c o u r s e s o f f e r e d i n 
t h e d e s i g n s c h o o l s would be s u b s i d i a r y and u n c r e a t i v e . 
T h i s d i v i s i o n o f f u n c t i o n s i s o f a p a t t e r n w i t h 
t h e d i v i s i o n o f l a b o u r ( v / i t h i n p r o d u c t i o n and between 
m e n t a l and manual work) t h a t we have been o u t l i n i n g t h u s 
f a r i n t h i s t h e s i s 0 
The e x t e n t t o w h i c h t h e new d e s i g n s c h o o l s were 
c o n c e i v e d of a s b e i n g not_ p l a c e s where c r e a t i v e a r t was t o 
be p r a c t i s e d and t a u g h t i s e v i d e n t from d e c l a r a t i o n s t h a t 
p o t e n t i a l s t u d e n t s had to make. They had t o d e c l a r e t h a t -
t h e y d i d not i n t e n d t o p r a c t i s e a s l a n d s c a p e , h i s t o r i c a l , or 
p o r t r a i t p a i n t e r s . I n c o n n e c t i o n w i t h t h i s a n e a r l y r u l e 
o f the s c h o o l s was t h a t f i g u r e d r a w i n g s h o u l d not t a k e p l a c e 
w i t h i n them - f i g u r e d r a w i n g b e i n g c e n t r a l t o an a r t i s t ' s 
^7 
t r a i n i n g a t t h e t i m e 0 
T h e s e r u l e s and s t i p u l a t i o n s c a n be s e e n a s 
s i g n i f i c a n t in v a r i o u s ways: f i r s t l y t h e y r e p r e s e n t c l e a r l y 
an e f f o r t on t h e p a r t of t h e A c a d e m i c i a n s - t o keep t h e 
d e s i g n s t u d e n t s from b e i n g a c t u a l ' a r t i s t s ' ; r a t h e r t h e y 
were t o be p r a c t i t i o n e r s o f ornament a s t a u g h t by a r t i s t s . 
S e c o n d l y t h e s e s t i p u l a t i o n s c a n be s e e n a s i n d i c a t i v e o f 
what t h e s t a t e , i n the 1830's was and was not p r e p a r e d t o 
do: i t v/ould t r a i n t e c h n i c i a n s , but not a r t i s t s . T h i r d l y 
t h e r e c o u l d be an argument put f o r w a r d t h a t t h e r e m o v i n g of 
159 
a r t i s t s and a r t i s t i c p r a c t i s e s ( a s t h e n d e f i n e d ) from t h e 
c o u r s e s was an a t t e m p t t o a c t u a l l y t a c k l e d e s i g n e d u c a t i o n 
La 
a s d e s i g n , r a t h e r t h a n a s a s u b s i d i a r y a s p e c t of f i n e a r t . 7 
However, g i v e n t h a t t h e t e a c h i n g s y l l a b u s i n v o l v e d a 
c o n c e n t r a t i o n on t h e c o p y i n g of h i s t o r i c a l p a t t e r n , and 
a d i l u t e d form of Academy t e a c h i n g , t h i s argument would 
seem i m p l a u s i b l e c 
The F a i l u r e o f the E a r l y D e s i g n S c h o o l s 
I t i s c l e a r , t h e r e f o r e , t h a t t h e e a r l y d e s i g n 
s c h o o l s , s e t up i n t h e l a t e 1 8 3 0 ' s , r e p r e s e n t o n l y a s p e c i f i c 
k i n d of t e c h n o c r a t i c t r a i n i n g f o r a r t i s a n s , d e s i g n b e i n g 
c o n c e i v e d of a s a s u b s i d i a r y form of h i g h a r t , and t h e i n t e n t -
i o n b e i n g t h a t a c e r t a i n e l e m ent of ' t a s t e ' s h o u l d r u b o f f 
on t h e p u p i l s and t h e ' p u b l i c ' . 
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Papworth, the f i r s t d i r e c t o r o f t h e London 
s c h o o l , e x p r e s s e s c l e a r l y s o m e t h i n g of t h e i n t e n t i o n behind, 
t h e e a r l y s y s t e m . He b e l i e v e d t h a t s t u d e n t s s h o u l d n e i t h e r 
be shown High a r t , nor a l l o w e d t o s t u d y t h e l i v e f i g u r e , 
l e s t 
young men might be tempted t o l e a v e t h e j^n^'n^ed_obj_ect 
t o p u r s u e t h a t w h i c h i s more a c c r e d i t e d and honoured QT^1 ) 
T h i s e x p r e s s e s c l e a r l y t h e i d e a of what t h e v/orking c l a s s 
a r e f i t f o r ; what t h e d e s i g n s c h o o l was f o r ; and, 
i m p o r t a n t l y , t h e d o u b l e a c t i o n embodied i n the d e s i g n s c h o o l s 
of t h e 1830'5 of both g i v i n g and w i t h h o l d i n g a t the same 
moment„ 
The f i r s t t w e l v e y e a r s of the d e s i g n s c h o o l s y s t e m 
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were not a u s p i c i o u s . I n d u s t r i a l i s t s , whom t h e s e s c h o o l s 
were supposed t o s e r v e by p r o d u c i n g good d e s i g n e r s , were 
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f a r from i m p r e s s e d . Some s c h o o l s , i n r e s p o n s e t o i n t e r n a l 
and l o c a l p r e s s u r e s , t e n d e d t o w a r d s t h e f i n e a r t s , and t o o k 
on m i d d l e - c l a s s f e e - p a y i n g s t u d e n t s - u s u a l l y young women, 
t h i s n o t b e i n g a p p r o p r i a t e f o r m i d d l e - c l a s s m e n . ^ O t h e r 
s c h o o l s p r a c t i s e d t h e c o p y i n g o f h i s t o r i c a l and c l a s s i c a l 
ornament, w h i c h proved i r r e l e v a n t t o t e x t i l e m a n u f a c t u r e -
one o f t h e l a r g e s t i n d u s t r i e s i n need of good d e s i g n e r s * 
Thus two p a t h s were b e i n g f o l l o w e d : one o f f i n e a r t i n 
r e l a t i o n t o m i d d l e - c l a s s s t u d e n t s and t h e t r a i n i n g o f a r t i s t s , 
and t h e o t h e r a form o f low-grade a c a d e m i c c o p y i n g d e r i v e d 
from t h e academy system.. 
The s e n s e i n w h i c h t h e i n d u s t r i a l - d e s i g n t r a i n i n g . 
was c o n c e i v e d of a s the u n c r e a t i v e a p p l i c a t i o n o f a r t - p r i n c i p l e s , 
r a t h e r t h a n t h e i n t r o d u c t i o n o f ' c r e a t i v i t y 1 ( c r e a t i v e 
c o n t r o l ) i n t o m a n u f a c t u r e i s i l l u s t r a t e d by a s t a t e m e n t by 
R o b e r t K e r r , a t e x t i l e m a n u f a c t u r e r from P a i s l e y . G i v i n g 
e v i d e n c e to t h e s e l e c t committee s e t up i n 18*4-9 t o i n v e s t i g a t e 
t h e c r i s i s t h a t had by t h e n d e v e l o p e d i n t h e d e s i g n s c h o o l s , 
he s a i d t h a t i n P a i s l e y t h e h i g h e s t b r a n c h o f t e a c h i n g was; 
what t h e y c a l l the f i n e a r t s , , . I do not see a t 
a l l how i t i s t o b e n e f i t u s ; (5*0 
lie went on t o e x p l a i n t h a t i n t h e P a i s l e y s c h o o l t h e 
p r i n c i p a l a c t i v i t i e s were d r a w i n g from s t a t u e s , h e a d s , and 
so f o r t h : he c o u l d not see how t h i s i mproved t a s t e , and, 
d e s i g n s of men and a n i m a l s did not s e l l shawlSc 
D e s p i t e t h e problems o f t h e s c h o o l s , however, the. 
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i n v e s t i g a t i n g committee of 18'49 ( t o w h i c h K e r r was a w i t n e s s ) ^ 
f e l t a b l e t o s t a t e t h a t : 
The w i t n e s s e s a l m o s t a l l a g r e e i n t h i n k i n g t h e m a i n t e n -
a n c e of t h e s c h o o l s of d e s i g n to be an o b j e c t o f 
n a t i o n a l i m p o r t a n c e , and e v e r t h o s e who c o n s i d e r t h e 
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s c h o o l s t o be a t p r e s e n t i n t h e l e a s t s a t i s f a c t o r y 
s t a t e , a r e r e a d y t o admit t h e v a l u e o f s u c h i n s t i t u t i o n s 
t o t h e m a n u f a c t u r e s of t h e c o u n t r y . ( 5 6 ) 
A s e l e c t i v e e x a m i n a t i o n o f some of t h e p e r s o n s and 
i n c i d e n t s of t h e p r e l 8 5 0 d e s i g n s c h o o l s v / i l l p e r h a p s 
i n d i c a t e t h e t e n s i o n s and s t r u g g l e s t h a t l i e b e h i n d b o t h 
t h e c r i s i s i n the s c h o o l s , and t h e vague f e e l i n g o f 
c o n f i d e n c e i m p l i e d i n t h e p e r c e p t i o n o f t h e s c h o o l s c*s b e i n g 
o f " n a t i o n a l i m p o r t a n c e " . I n e x a m i n i n g some of t h e p e r s o n s 
and i n c i d e n t s I s h a l l a t t e m p t t o show t h a t t h o s e who 
a d v o c a t e d f i n e a r t f o r t h e w o r k i n g c l a s s e s , a r e not t h e 
• r a d i c a l s * i n t h e s t o r y , a s i s u s u a l l y i m p l i e d , o r t h a t , by 
c o n t r a s t , t h o s e who w i s h e d t o r e s t r i c t w o r k i n g c l a s s e d u c a t i o n 
t o t e c h n i c a l c o p y i n g a r e t h e r e a c t i o n a r i e s . I s h a l l a t t e m p t 
t o i n d i c a t e , r a t h e r , t h a t both s e t s o f a t t i t u d e s r e p r e s e n t 
d i f f e r e n t s i d e s o f an i d e o l o g y o f a r t t h a t , v / i t h i n and a s 
p a r t of t h e s o c i a l r e l a t i o n s of B r i t i s h c a p i t a l i s m a t t h e 
t i m e , a r e i d e o l o g i e s and p r a c t i c e s i n v o l v i n g c o n t r o l , 
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s e d u c t i o n and i n c o r p o r a t i o n of t h e w o r k i n g c l a s s e s . 
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W i l l i a m Dyce 
W i l l i a m Dyce became s u p e r i n t e n d e n t and p r o f e s s o r 
o f t h e London s c h o o l i n 1838. He had had e x p e r i e n c e i n 
i n d u s t r i a l d e s i g n i n S c o t l a n d , and had p r e p a r e d a r e p o r t 
f o r t h e government on d e s i g n e d u c a t i o n on the c o n t i n e n t * 
T T i s b a s i c problem a s s u p e r i n t e n d e n t was t o r a i s e t h e number 
of s t u d e n t s i n h i s s c h o o l , f o r he was i n c o m p e t i t i o n 
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( a ) w i t h M e c h a n i c s I n s t i t u t e s , and ( b ) w i t h r i v a l n o n - s t a t e 
s c h o o l s o f f e r i n g more f i n e a r t o r i e n t e d c o u r s e s . 
B e n j a m i n Haydon and W i l l i a m E w a r t . , M.P., were h e a v i l y i n v o l v e d i n  r i v a l s c h o o , 'The S o c i e t y f o r 
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P r o m o t i n g P r a c t i c a l D e s i g n . • A.t t h i s i n s t i t u t i o n l e c t u r e s 
were g i v e n i n anatomy, d e s i g n , and c o l o u r ; c l a s s e s were 
h e l d f o r d r a w i n g b o t h from t h e a n t i q u e , and from t h e f e m a l e 
model. Dyce found t h e c o m p e t i t i o n from t h e f i n e a r t and 
l i f e c l a s s e s so s t r o n g , t h a t i t was d e c i d e d t h a t t h e s t a t e 
s c h o o l s would have t o i n c l u d e d r a w i n g f o r ornament from t h e 
human f i g u r e , b u t , t h i s c o u r s e was kept s u b s e q u e n t t o 
c o u r s e s i n o r n a m e n t a l d e s i g n , t h u s a t t e m p t i n g t o keep s u c h 
p r a c t i c e s e c o n d a r y . 
W h i l e Dyce found h i m s e l f i n London i n c o m p e t i t i o n 
w i t h f i n e a r t c o u r s e s i n o t h e r i n s t i t u t i o n s , and was f o r c e d . 
i n p a r t t o modify h i s d e s i g n s y s t e m t o a t t r a c t s t u d e n t s , 
he a l s o d i s c o v e r e d a n i n c r e a s i n g f i n e ' a r t s t e n d e n c y i n 
many of t h e key p r o v i n c i a l s c h o o l s - t h e s e s c h o o l s b e i n g 
s u b o r d i n a t e t o t h e London s c h o o l . 
Haydon and J a c k s o n 
B e n j a m i n Haydon was i n p a r t r e s p o n s i b l e f o r 
promoting t h i s f i n e a r t s b i a s , s i n c e he had a c t i v e l y 
c o n t i n u e d h i s campaign f o r s t a t e p r o m o t i o n of t h e f i n e 
a r t s , i n o p p o s i t i o n t o t h e s y s t e m t h a t was emerging* 
Haydon's c a m p a i g n i n g t o u r s i n c l u d e d many of t h e 
key i n d u s t r i a l towns: E d i n b u r g h , Glasgow, N e w c a s t l e , 
L i v e r p o o l , L e e d s , B r a d f o r d , S h e f f i e l d , " u l l , Birmingham, 
L e i c e s t e r , B a t h and Oxf o r d b e i n g among them. M a n c h e s t e r 
was h i s f i r s t s u c c e s s , where t h e d e s i g n s c h o o l , s e t up i n 
F e b r u a r y 1838, w i t h d o n a t i o n s and h e l p from i n t e r e s t e d 
61 p u p i l s , was r u n by Jo h n Z e p h a n i a h B e l l , a h i g h a r t i s t . 
T h i s s c h o o l r a p i d l y was moving tov/ards b e i n g a f i n e a r t 
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( r a t h e r t h a n d e s i g n ) s c h o o l . 
The g i s t of Haydon's a t t a c k on t h e government 
d e s i g n s y s t e m , and Dyce, a s i t s s u p e r i n t e n d e n t , c a n be s e e n 
from t h e f o l l o w i n g a d d r e s s : 
The Government i s d e t e r m i n e d t o p r e v e n t you from 
a c q u i r i n g knowledge,, You might become a r t i s t s but 
you w i l l be d e n i e d t h e power t o a d v a n c e y o u r s e l v e s 
. . . t h e method employed by Mr Dyce, a f l o w e r of t h e 
d r y h a r d , G o t h i c German s c h o o l i s b a s e d on t h e German 
G e w e r b e s c h u l e , w h e r e a s my p r o p o s a l s a r e b a s e d on t h e 
p r a c t i c e of t h e s c h o o l s a t L y o n s - and w h i c h do you 
t h i n k i s b e s t , German d e s i g n or F r e n c h ? ( 6 2 ) 
Haydon was making a d o u b l e a p p e a l : on t h e p e r s o n a l l e v e l 
t o t h o s e d e n i e d f i n e a r t and advancement t h r o u g h f i n e a r t ; 
and on t h e economic and c u l t u r a l l e v e l , t o a p e r c e i v e d 
s u p e r i o r i t y o f F r e n c h d e s i g n ( F r e n c h d e s i g n b e i n g a product: 
of a f i n e a r t o r i e n t e d s y s t e m of t r a i n i n g ) . 
George J a c k s o n , s e c r e t a r y of t h e M a n c h e s t e r 
d e s i g n s c h o o l , a manager of a l o c a l d e c o r a t i n g b u s i n e s s , 
and t h e man r e s p o n s i b l e f o r i n t e r e s t i n g many l o c a l p h i l a n t h r o p -
i s t s i n t h e s c h o o l , was of s i m i l a r v i e w s t o B e n j a m i n Haydon 
on t h e r e l a t i o n between d e s i g n and f i n e a r t ; 
I f t h e r e was not t h e d i s t i n c t i o n between High A r t and. 
O r n a m e n t a l A r t we s h o u l d get a b e t t e r s t a n d a r d . (6*0 
J a c k s o n i s r e v e a l i n g , however, of the s e n s e i n w h i c h t h e 
a s s u m p t i o n s about a r t , about a r t f o r t h e w o r k i n g c l a s s , 
and about a r t s c h o o l s as t h e y r e l a t e d t o t h e w o r k i n g c l a s s e s , 
a r e a r h e t o r i c of t h e middle c l a s s l i b e r a l s o f t h e t i m e . 
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F o r a r t f o r t h e w o r k i n g c l a s s e s meant, i n f a c t , b o u r g e o x s 
a r t and v a l u e s . Thus, i n a l e c t u r e on 'A s c h o o l of D e s i g n 
f o r t h e U s e f u l A r t s ' , d e l i v e r e d i n O c t o b e r 1837, J a c k s o n 
e m p h a s i s e s t h a t an a r t s c h o o l would not o n l y b r i n g a r t i s t i c 
i mprovements, but a l s o m oral improvements: m o r a l improvement 
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was a n a t u r a l c onsequence of a r t i s t i c improvement. G e n e r a l 
e d u c a t i o n of t h e w o r k i n g c l a s s e s would improve t h e i r minds, 
and t h u s t h e i r b e h a v i o u r . J a c k s o n a d v o c a t e d a permanent 
e x h i b i t i o n d i s p l a y , but not of t h e a n c i e n t s , b u t : 
of the p r e s e n t day; not of the t h i n g s of l u x u r y a l o n e , 
but of e v e r y o n e ' s n e c e s s i t y . . . . The a c c e s s t o 
t h i s emporium of u s e f u l a r t s s h o u l d be f r e e , and i t s 
time of a c c e s s from e a r l y morn t i l l l a t e a t n i g h t ; 
s i t u t i l i t y i n s p r e a d i n g knowledge, and i t s g r e a t good, 
i n c h e c k i n g v i c e , would depend on t h i s . (£>6) 
He went on t o s u g g e s t t h a t : 
The g r e a t c a u s e of much d i s s i p a t i o n and c r i m e i s t h e 
want of some s u c h emporium a s t h i s , i n w h i c h s p a r e 
time might be p a s s e d i n p r o f i t and amusement. ( 6 7 ) 
The c l e a r i m p l i c a t i o n o f t h i s v i e w of knowledge 
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i s t h a t t h e r i g h t knowledge w i l l l e a d t o c o r r e c t ( b o u r g e o i s ) 
b e h a v i o u r among t h e w o r k i n g c l a s s e s , , T h i s i l l u s t r a t e s 
w e l l an a s p e c t of l i b e r a l - r a d i c a l i s m of t h e m i d - m i n e t e e n t h 
c e n t u r y , w h i c h i s i n e f f e c t an a t t e m p t t o b o t h a l l e v i a t e 
t h e s t a t e o f t h e w o r k i n g c l a s s e s and an a t t e m p t t o a b s o r b 
and e n c l o s e the c h a l l e n g e of t h e w o r k i n g c l a s s e s - t h e f o r m e r 
by making t h e s u r r o u n d i n g s n i c e r , and t h e l a t t e r by and 
t h r o u g h a form of i d e o l o g i c a l i n c o r p o r a t i o n . T h i s a p p r o a c h 
t o a r t and knowledge n e g a t e s w o r k i n g c l a s s c u l t u r e t h r o u g h 
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an a d v o c a c y of ' p u b l i c ' ' n a t i o n a l ' c u l t u r e 0 
E a r l i e r I quoted C o r r i g a n on t h e n a t u r e of s t r u g g l e s 
o v e r d e f i n i t i o n s o f t h e s t a t e , t h e ' p u b l i c ' and t h e n a t i o n 
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i n t h e e a r l y n i n e t e e n t h c e n t u r y . The a d v o c a c y of f i n e 
a r t f o r a l l ( b o u r g e o i s c u l t u r e f o r a l l ) i s an a s p e c t o f 
s u c h a s t r u g g l e . A c o n c e p t of ' p u b l i c ' t h a t i n c l u d e s 
t h e w o r k i n g c l a s s e s ( t h a t d e f i n e s t h e w o r k i n g c l a s s e s ) 
and w h i c h i n c o r p o r a t e s them on a c u l t u r a l l e v e l , i s a way 
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of, a t t e m p t i n g a n e g a t i o n o f c l a s s d i f f e r e n c e s , and r e g i o n a l 
d i f f e r e n c e s ; the n e g a t i o n i s a t t e m p t e d , however, by 
t h o s e who a r e p a r t o f the c o n t r o l l i n g and c o n s t r u c t i n g and 
d e f i n i n g o f c u l t u r e , and who t h e m s e l v e s a r e not of t h e same 
' p u b l i c 1 a s t h a t w h i c h i s h a v i n g e x p e r i e n c e d e f i n e d f o r i t 
or o f f e r e d t o it„ 
When Jennie Lee was M i n i s t e r f o r t h e A r t s i n 1965, 
t h e White Paper, 'A P o l i c y f o r t h e A r t s ; The F i r s t S t e p s ' 
was o p e r a t i n g w i t h i n t h e same l i b e r a l i d e o l o g y o f b o u r g e o i s : 
c u l t u r e when i t was s t a t e d t h a t : 
More and more people b e g i n t o a p p r e c i a t e t h a t t h e 
e x c l u s i o n o f so many f o r so l o n g from t h e b e s t o f 
our c u l t u r a l h e r i t a g e c a n become a s damaging t o t h e 
p r i v i l e g e d m i n o r i t y a s t o t h e u n d e r - p r i v i l e g e d 
m a j o r i t y , , We w a l k t h e same s t r e e t s , b r e a t h e t h e same 
a i r , a r e exposed t o t h e same s i g h t s and s o u n d s . (7'1) 
The m a j o r i t y i s e x c l u d e d , s o , i t i s a d v o c a t e d , t h e y be 
i n c l u d e d . However, t h e i n c l u s i o n i s i n t o a p r e - d e f i n e d 
"our c u l t u r a l h e r i t a g e " . Moreover, w h i l e some of us may 
"wa l k t h e same s t r e e t s " and " b r e a t h e the same a i r " , 
i t i s not t r u e t o s a y t h a t we " a r e exposed t o the same 
s i g h t s and sou n d s " , and one might, add t h a t "wel! do not 
l i v e i n t h e same h o u s e s , go t o t h e same s c h o o l s , or have 
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t h e same j o b s and o p p o r t u n i t i e s . 
• C u l t u r a l i n c o r p o r a t i o n ' a l w a y s m a n i f e s t s t h i s 
d e n i a l of s o c i a l d i f f e r e n c e s , b a c k g r o u n d s , and r e l a t i o n s h i p 
t o power, d e c i s i o n making a.nd c o n t r o l of t h e l i v e d i n 
e n v i r o n m e n t . 
George J a c k s o n , s e c r e t a r y of t h e M a n c h e s t e r 
d e s i g n s c h o o l , i s not an i m p o r t a n t f i g u r e ; he i s s i m p l y 
f a i r l y r e p r e s e n t i t i v e o f a } 3 a r t i c u l a r l i n e of thought i n 
h i s v i e w s . Both he and B e l l ( h e a d of t h e M a n c h e s t e r 
s c h o o l ) were opposed t o D5'ce's methods of r u n n i n g t h e s y s t e m , 
166 
b u t J a c k s o n a l s o f e l t t h a t B e l l was t a k i n g t h e M a n c h e s t e r 
s c h o o l too f a r t o w a r d s a pure f i n e a r t s y s t e m , and s o 
he r e s i g n e d . 
The M a n c h e s t e r s c h o o l r e c e i v e d i t s f i r s t g r a n t 
i n 18^+2. As w i t h g e n e r a l e l e m e n t a r y e d u c a t i o n t h e Board 
o f t r a d e r e s e r v e d t h e r i g h t o f i n s p e c t i o n i n r e l a t i o n t o t h e 
g i v i n g of g r a n t s , and a l s o f o l l o w e d t h e e x i s t i n g p r a c t i c e 
i n e l e m e n t a r y e d u c a t i o n of g i v i n g monies where an e q u i v a l e n t 
c o u l d be r a i s e d i n the l o c a l i t y . Thus t h e s t a t e c o u l d 
e x e r c i s e c o n s i d e r a b l e c o n t r o l , w i t h o u t ' d i r e c t * r u l e , or 
t h e f u l l f i n a n c i a l burden of i t . T h i s form of i n d i r e c t 
c o n t r o l t h r o u g h th e g i v i n g or w i t h - h o l d i n g of p a r t i a l 
g r a n t s i s a phenomenon t o become i n c r e a s i n g l y common i n 
s t a t e s u p e r v i s i o n of a c t i v i t i e s , and t h i s p r a c t i c e i s , of 
c o u r s e , now the b a s i s of t h e A r t s C o u n c i l ' s f i n a n c i a l s u p p o r t . 
C o n t r o l i s t h e e f f e c t o f s u c h a s y s tem, w h a t e v e r t h e s t a t e d : 
i n t e n t i o n or economic r a t i o n a l e ; the c o n t r o l f e l l o w s from 
l o c a l e f f o r t and r e s o u r c e s b e i n g d e f i n e d and c h a n n e l l e d 
a c c o r d i n g t o c e n t r a l l y e s t a b l i s h e d c r i t e r i a ; l o c a l e f f o r t 
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becomes p i v o t e d around ' n a t i o n a l ' ( c e n t r a l ) a s s i s t a n c e . 
Dyce, s u p e r i n t e n d e n t of the London s c h o o l , and 
hence of t h e n a t i o n a l s y s t e m , and a d v o c a t e of d e s i g n s c h o o l s 
t h a t e x c l u d e d f i n e a r t , i n v e s t i g a t e d t h e M a n c h e s t e r s c h o o l . 
One 'problem' w i t h t h e s c h o o l was t h a t the l i f e model had 
been found i n a s t a t e of ' d i s t r e s s ' : p l a s t e r ornament was 
p u r c h a s e d a s a s u b s t i t u t e a f t e r t h i s s c a n d a l . However, 
d e s p i t e t h e r e g u l a t i o n s f o r the d e s i g n s c h o o l s i n c l u d i n g 
t h e s t i p u l a t i o n t h a t : 
no p e r s o n making A r t h i s p r o f e s s i o n s h o u l d be e l i g i b l e 
f o r a d m i s s i o n a s a s t u d e n t , 
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Dyce was u n a b l e a t f i r s t t o do a n y t h i n g about B e l l , whom 
he found o b j e c t i o n a b l e on a c c o u n t of h i s p r o d u c i n g "good 
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draughtsmen i n t h e a r t i s t i c a l s e n s e " . Dyce found 
an u n u s u a l l y s t r o n g s u p p o r t f o r B e l l l o c a l l y among M a n c h e s t e r 
i n d u s t r i a l i s t s , who were ( a ) opposed t o p a t t e r n d e s i g n i n g 
on a c c o u n t of t h e s t u d e n t s b e i n g p e r f e c t l y competent a t 
t h a t a l r e a d y , and ( b ) found i n t h e s c h o o l a s o u r c e of l o c a l 
p r e s t i g e . T h r e a t s were made t h a t l o c a l s u p p o r t would be 
w i t h d r a w n i f t h e s c h o o l v/as changed. 
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C h a r l e s Heath W i l s o n 
B e l l f e l t s u f f i c i e n t l y t h w a r t e d t o l e a v e t h e 
M a n c h e s t e r s c h o o l and found h i s own p r i v a t e academy i n 
London. Dyce, however, a l s o changed j o b s , l e a v i n g h i s 
London p o s t t o become i n s p e c t o r of p r o v i n c i a l s c h o o l s - a 
p o s t w h i c h i n r e a l i t y gave him more time f o r h i s own work 
a s an a r t i s t . 
The i m p o r t a n c e of a l l t h e s e i n c i d e n t s , however, 
i s a s i l l u s t r a t i o n s o f t h e c o n t r a d i c t i o n s emerging 
between a r t i s t s p r o moting f i n e a r t ; t h e s t a t e a t t e m p t i n g 
t o f i n a n c e i n d u s t r i a l d e s i g n ; r a d i c a l / l i b e r a l s campaigning, 
f o r a r t / d e s i g n f o r c o m m e r c i a l and m o r a l r e a s o n s ; a c a d e m i c i a n s 
a t t e m p t i n g t o p r e v e n t a r t i s t i c c o m p e t i t i o n w i t h t h e m s e l v e s ; 
and f i n a l l y a r t i s t i c d e s i g n i t s e l f b e i n g c o n c e i v e d of by 
men l i k e Dyce a s a s u b - c l a s s of a r t t o be e x e c u t e d by 
t e c h n i c i a n s . 
Dyce may have c o n c e i v e d of d e s i g n a s an a c t i v i t y 
which a p p l i e d t e c h n i c a l s k i l l s l e a r n t from f i n e a r t : 
C h a r l e s Heath V / i l s o n , t h e next head of t h e London s c h o o l , 
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i s i l l u s t r a t i v e o f a f a r more extreme v e r s i o n o f t h i s 
p o s i t i o n . F o r , v/ h i l e Dyce had a t t e m p t e d t o r u n c o u r s e s 
o r i e n t e d t o w a r d s s p e c i f i c t r a d e s , W i l s o n t h o u g h t s u c h 
a c t i v i t i e s v u l g a r ; r a t h e r he would t e a c h a c a r p e n t r y 
s t u d e n t t o draw from R e n a i s s a n c e f i g u r e s ( t h e s e b e i n g c o p i e d 
i n o u t l i n e from e n g r a v i n g ) . W i l s o n d i s p a t c h e d t r a c e r s 
t o Pompeii t o make f u l l s i z e f u l l c o l o u r c o p i e s of Roman 
w a l l d e c o r a t i o n f o r u s e i n t h e s c h o o l s . 
C h a r l e s Heath W i l s o n r e p r e s e n t s , t h e r e f o r e , i n 
e x t r e m e j t h e s u b o r d i n a t i o n of a l l d e s i g n / a r t a c t i v i t y t o t h e 
t r a d i t i o n o f h i g h a r t and t h e a n t i q u e e n s h r i n e d i n t h e 
acade m i c t r a d i t i o n . What i s p a r t i c u l a r l y s i g n i f i c a n t f o r 
our p u r p o s e s i s the way i n w h i c h , f o r i n s t a n c e , a c a r p e n t e r 
or t e x t i l e d e s i g n e r i s to l e a r n h i s ' c r e a t i v i t y * by 
p r a c t i s i n g t h e t e c h n i q u e s of f i n e a r t i n t o t a l i s o l a t i o n 
from h i s t r a d e ; c r e a t i v i t y i s f i n e a r t , and not t e x t i l e 
work or c a r p e n t r y . The l a t t e r a r e v u l g a r a c t i v i t i e s , t o 
w h i c h c r e a t i v i t y ( l e a r n t t h r o u g h a r t ) may be a p p l i e d . 
C r e a t i v i t y i s t h u s c o m p l e t e l y a b s t r a c t e d from manufacture,, 
An a c c o u n t o f W i l s o n s ' s c a r e e r i n t h e s c h o o l s 
would not be r e l e v a n t t o our p u r p o s e s h e r e . S u f f i c e i t 
to s a y t h a t h i s high-handed t r e a t m e n t o f p r o v i n c i a l s c h o o l s 
and h i s c o n f l i c t s w i t h former Dyce a d h e r e n t s l e d t o i n c r e a s i n g 
t e n s i o n and t r o u b l e . The Board of T r a d e t e n d e d t o back 
t h e a u t h o r i t i e s a g a i n s t d i s s e n t e r s , b u t , i n c r e a s i n g c r i t i c i s m 
i n t h e p r e s s , and g e n e r a l c o n c e r n , l e d t o t h e Board o f 
T r a d e a p p o i n t i n g a Committee of Management o v e r the 
London S c h o o l i n 18^+7, t h u s r e p l a c i n g t h e o l d Academy 
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dominated C o u n c i l . 
Summary of the p r e l 8 5 0 D e s i g n - S c h o o l E x p e r i e n c e 
The s i t u a t i o n v i s a v i s a t t i t u d e s t o d e s i g n / a r t 
t e a c h i n g i n t h e l a t e i S ^ O ' s c a n be summed up i n t e r m s o f a 
dichot o m y : on t h e one s i d e i s t h e Haydon argument t h a t 
b o t h a r t and d e s i g n a r e of a r t , and t r a i n i n g s h o u l d t h e r e f o r e 
be b a s e d f o r bot h i n f i n e a r t , l e a v i n g t h e s t u d e n t t h e 
o p t i o n a s to how t o u s e h i s s k i l l s ; and, on t h e o t h e r s i d e 
i s a more h i e r a r c h i c a l argument r e p r e s e n t e d by v a r i o u s 
a c a d e m i c i a n s , s e e i n g d e s i g n a s a s u b - a c t i v i t y o f a r t , i t 
b e i n g n e c e s s a r y o n l y t o t e a c h s t u d e n t s t h e t e c h n i q u e 
d e r i v e d from a r t , but not t h e p r a c t i c e . T h i s l a t t e r 
p o s i t i o n embraces b o t h Dyce, who a t t e m p t e d t o r e l a t e t h e 
t e a c h i n g of ornament t o s p e c i f i c t r a d e s , and C h a r l e s Heath 
W i l s o n , who fought a g a i n s t any v o c a t i o n a l t r a i n i n g , t e a c h i n g 
i n s t e a d a n a b s t r a c t e d R e n a i s s a n c e and c l a s s i c a l ornament. 
The f i r s t o f t h e s e tv/o o p t i o n s ( t y p i f i e d by 
Haydon) was s u i t a b l e t o b o t h middle c l a s s f e e - p a y i n g f e m a l e 
s t u d e n t s t a k i n g f i n e a r t f o r p l e a s u r e , i n t e r e s t o r improvement, 
and t o w o r k i n g c l a s s ( a r t i s a n or m e c h a n i c s ) s t u d e n t s who 
were g i v e n a n o p p o r t u n i t y e i t h e r t o become d e s i g n e r s o r 
f i n e a r t i s t s . 
Both t h e Haydon and D y c e / W i l s o n p o s i t i o n s have one 
t h i n g i n common, however: t h e y a r e bot h r o o t e d • . 
w i t h i n and a r e p a r t o f t h e deve l o p m e n t s o f t h e d i v i s i o n 
o f l a b o u r and a s s o c i a t e d i d e o l o g i e s t h a t we have been 
e x a m i n i n g . T h a t i s t h e y a r e a f u r t h e r development o f 
t h a t s e p a r a t i o n of c r e a t i v i t y and c o n t r o l from g e n e r a l 
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m a n u f a c t u r e / w o r k t h a t we have been e x a m i n i n g . 
Thus, f o r Haydon, t h e same p r i n c i p l e r e g u l a t e d 
t h e m i l k j u g and t h e human l i m b , and e x c e l l e n c e i n b o t h 
was n e g a t e d by any s e p a r a t i o n of t h e i n f e r i o r from t h e 
s u p e r i o r : r a t h e r both were t o be combined a s he a r g u e d 
t h e a n c i e n t s had done: 
i f any s c h o o l of d e s i g n , though e x c l u s i v e l y d e v o t e d 
t o m a n u f a c t u r e be founded, v/ithout p r o v i s i o n i n i t s 
code of i n s t r u c t i o n f o r t h e knowledge of t h e human 
f i g u r e , t h e v e r y e l e m e n t s of t a s t e and b e a u t y i n 
m a n u f a c t u r e w i l l be o m i t t e d i n t h e b a s i s ; and i t 
n a t u r a l l y f o l l o w s t h a t i f t h e e l e m e n t s (known and 
acknowledged a s s u c h ) be o m i t t e d i n i t s f o u n d a t i o n s , 
the s u p e r s t r u c t u r e w i l l be i m p e r f e c t l y s u p p o r t e d 
and must f a l l t o t h e ground. ( 7 7 ) 
I n e f f e c t t h i s a p p r o a c h a b s o r b s a l l d e s i g n a c t i v i t y i n t o 
f i n e a r t ( i n t o a p r a c t i c e c e n t r e d on t h e human f i g u r e ) . 
T h e ' d e s i g n e r ' becomes t h e a r t i s t , and t h e r e f o r e , a s a 
m e n t a l / t h e o r e t c i a l worker, i s t h e f u r t h e r s e p a r a t e d from 
t h e m a n u a l / p r a c t i c a l of m a n u f a c t u r e . 
An i n d u s t r i a l d e s i g n e r as an a p p l i e r o f t h e 
p r i n c i p l e s of a r t t o m a n u f a c t u r e ( D y c e ' s c o n c e p t i o n ) i s 
a h a l f way s t a g e between the maker of a p r o d u c t and t h e 
a r t i s t / t h e o r i s t / a e s t h e t i c i a n . The d e s i g n e r w i t h i n s u c h 
a d i v i s i o n of l a b o u r i s p a r t manual worker and p a r t a r t i s t <, 
W i t h i n Haydon's c o n c e p t i o n t h e d e s i g n e r i s c o m p l e t e l y a r t i s t . 
Haydon's c o n c e p t i o n h a s today been p a r t l y r e a l i s e d 
i n t h e modern t e n d e n c y f o r t h e r e t o be c e r t a i n named 
and famous (and t h u s 'as i f * a r t i s t s ) d e s i g n e r s . D e s i g n e r s 
who, t h r o u g h a c e r t a i n r e p u t a t i o n , can g u a r a n t e e t o s e l l 
t h e i r work, and who a r e t r e a t e d more l i k e ' s t a r s ' i n a 
78 
s i m i l a r way t o t h e b e s t known a r t i s t s . 
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Haydon's p o s i t i o n i s i n no s e n s e a s o l u t i o n t o t h e problem 
i n d i c a t e d by M o r r i s , and d i s c u s s e d i n c h a p t e r two, when 
M o r r i s s t a t e d t h a t : 
s o f a r from b e a u t y b e i n g a n e c e s s a r y i n c i d e n t t o a l l 
handiwork, i t i s a l w a y s a b s e n t from i t u n l e s s i t i s 
b a r g a i n e d f o r a s a s p e c i a l s e p a r a t e a r t i c l e h a v i n g 
i t s own market v a l u e , ( 7 9 ) 
As a measure t o Haydon, M o r r i s i n d i c a t e s t h e e x t e n t t o w h i c h 
Haydon's argument i s of t h e i d e o l o g y of b o u r g e o i s a r t , and 
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t h e v a l u e s and p r a c t i c e s a s s o c i a t e d w i t h t h a t . 
A r t a s Middle C l a s s B e h a v i o u r and Middle C l a s s M o r a l i t y 
The e a r l y d e s i g n s c h o o l s , s e t up by t h e Board of 
T r a d e t o t r a i n a r t i s a n - t e c h n i c i a n s , f i n a n c e d by t h e c e n t r a l 
s t a t e and l o c a l c o n t r i b u t i o n s , and o r i e n t e d t o w a r d s ' d e s i g n 
r a t h e r t h a n ' a r t ' t r a i n i n g , were s e e n i n m i d d l e c l a s s 
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t e r m s a s ' c h a r i t y ' i n s t i t u t i o n s . As s u c h t h e y were i n a p -
p r o p r i a t e f o r m iddle c l a s s men. Young middle c l a s s women, 
however, formed an i m p o r t a n t element i n many s c h o o l s , 
most e s p e c i a l l y i n t h o s e v / i t h a g r e a t e r f i n e a r t b i a s . 
S e c t i o n s of t h e m iddle c l a s s community would 
have o b j e c t e d t o p r o v i d i n g a n a r t e d u c a t i o n on a c h a r i t y 
b a s i s f o r s u c h s t u d e n t s . T h e s e young l a d i e s , however, 
were b o t h a b l e t o pay f e e s a'nd -engage i n fund r a i s i n g 
a c t i v i t i e s ; hence t h e i r i m p o r t a n c e and i n f l u e n c e w i t h i n 
t h e s c h o o l s . 
G i v e n t h a t t h e s t a t e c o n t r i b u t e d f u n d s t o t h e 
p r o v i n c i a l s e c t o r i n r e l a t i o n t o t h a t d e r i v e d from t h e 
l o c a l i t y (on a pound f o r pound b a s i s ) , and g i v e n t h a t i t 
was d i f f i c u l t t o e l i c i t l o c a l s u p p o r t i f t h e s c h o o l s were 
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s e e n s i m p l y a s a r t i s a n d e s i g n s c h o o l s - i . e . , i n m i d d l e 
c l a s s t e r m s , s i m p l y c h a r i t y s c h o o l s f o r t h e poor, t h e s c h o o l s 
had t o d e v e l o p something o f an ' a r t ' element i n o r d e r t o 
a t t r a c t l o c a l p h i l a n t h r o p y , and become an i n s t i t u t i o n 
a v a i l a b l e to t h e d a u g h t e r s of l o c a l p h i l a n t h r o p i s t s . As 
an a r t s c h o o l , moreover, t h e s c h o o l c o u l d g i v e a c e r t a i n 
p r e s t i g e t o an a r e a ( a s we saw w i t h M a n c h e s t e r ) i n a s e n s e 
t h a t an a r t i s a n - d e s i g n c h a r i t y s c h o o l c o u l d n o t . 
T h e s e l o c a l p r e s s u r e s t o w a r d s f i n e a r t a r e o f 
c o u r s e s e p a r a t e from and s u p p l e m e n t a r y t o any p r e s s u r e from 
the a r t i s a n s t u d e n t s or t h e t e a c h e r s w i t h i n t h e s c h o o l s . 
The s i g n i f i c a n c e of t h e s e p r e s s u r e s t o w a r d s a 
f i n e a r t s y s t e m a s opposed t o a d e s i g n s y s t e m i s , f o r our 
p u r p o s e s , t h e way i n w h i c h t h e y a r e a r e s u l t o f t h e t y p e 
of s t a t e i n t e r v e n t i o n i n v o l v e d ; a t y p e of s t a t e i n t e r v e n t i o n 
t h a t i s a l s o now t h e b a s i s of A r t s C o u n c i l and C r a f t s 
A d v i s o r y Committee s u p p o r t i n p r o v i n c i a l a r e a s . F o r t h e 
s t a t e , d e s p i t e t h e c e n t r a l l y d e f i n e d r u l e s c o n c e r n i n g 
t h e e x p r e s s e d f u n c t i o n of t h e s c h o o l s , and t h e i n s p e c t o r a t e 
s y s t e m r e l a t i n g t o s t a t e g r a n t s , was i n t e r v e n i n g . i n 
c o - o p e r a t i o n w i t h l o c a l p h i l a n t h r o p i c and f i n a n c i a l i n t e r e s t s t 
T h a t i s , g i v e n t h e 'pound f o r pound 1 b a s i s of t h e g r a n t 
s y s t e m , t h e s t a t e was i n t e r v e n i n g t o a s s i s t i n making 
p o s s i b l e t h a t w hich l o c a l p h i l a n t h r o p i c and f i n a n c i a l 
i n t e r e s t s were a l s o p r e p a r e d t o s u p p o r t . T h i s i s not t o 
s a y t h a t t h e s t a t e was not a l s o p r omoting t h a t w h i c h 
was c e n t r a l l y d e f i n e d as t h e s c h o o l ' s purpose ( a r t i s a n -
t r a i n i n g ) ; r a t h e r the s c h o o l s were a l s o becoming f i n e a r t 
i n s t i t u t i o n s a v a i l a b l e t o m i d d l e c l a s s l a d i e s , and embodying 
t h e p r e s t i g o u s and m o r a l a s s o c i a t i o n s of f i n e art„ 
173 
The design schools of the l a t e 1840s were, therefore,, 
two things: on the. one hand they vere charity schools t o t r a i n , 
technicians (artisans) to apply a pre-defined a r t to manufacture; 
and. on the other hand, they were fine a r t schools f o r the middle 
classes, providing teaching f o r young women, and prestige f o r 
the l o c a l i t y . ^ 
I n connection w i t h the conceptualisation of the 
schools as charity i n s t i t u t i o n s , i t i s s i g n i f i c a n t that not 
only were members of the clergy numerous on the governing bodies 
of many schools, but, some of them also wrote i n s t r u c t i o n books 
for use i n the schools. Tyrwhitt's 'Handbook of P i c t o r i a l 
A r t 1 was, f o r instance, frequently awarded as a government 
drawing prize, and an extract from his book exhibits v e i l the 
moral good a t t r i b u t e d to a r t ; 
A l l success must be won by hard and systematic exertion^ 
which w i l l save him from lower desires . . . Nobody 
expects that the whole of the working classes w i l l at once 
take t o drawing and e n t i r e l y renounce strong l i q u o r -
but many may be secured from temptation to excess . . e 
Teaching children good drawing i s p r a c t i c a l l y J^acMng 
them to be good children. (83) (Rev.St John Tyrwhitt.) 
Tyrwhitt wrote the above i n 1868: even, however, a f t e r the 
prolonged c r i s i s of the state schools i n the 18Z,0s the Select 
Committee set up to enquire i n t o the schools were able to say; 
the managers have been r i g h t i n endeavouring t o raise the 
taste of the great mass of artisans, rather than by special 
e f f o r t s to force on a few eminent designers. (84.) 
That i s , despite the f a i l u r e of the o r i g i n a l i n t e n t i o n of the 
design schools to produce good designers f o r industry, the 
committee f e l t that success enough had been produced at the 
l e v e l of influencing ' t a s t e 1 , for 'taste' meant behaviour, and 
understanding and correctness (as defined i n bourgeois terms). 
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Taste and a r t meant curbing working class excesses, and i n s t i l l i n g 
a sense of propriety - as the Reverend Tyrwhitt makes clear. 
Of course whether i n f a c t a r t vas having the desired 
e f f e c t on the working classes i s another matter. Edmund 
Potter stated, as a witness to aa. 1864 parliamentary committee 
on schools of a r t that 
i t i s not l i k e l y that t i r e d and d i r t y at six o'clock they 
^working men/ w i l l walk one or two miles to sn. a r t school,' 
before they go home, they w i l l not and do not do i t . ( 8 5 ) 
The organisers of the state system had obviously forgotten, 
or not understood, why the 'working classes' were called the 
working classes? a day's work was enough, without, bettering oneself 
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i n the evening on ' t h e i r ' terms and to ' t h e i r ' advantage. 
The State and Fine A rt 
l a the post -1850 period the state art/ctesign schools 
were to move increasingly towards a f i n e - a r t function.* The 
r a i s i n g of general taste among the general public beeaine the. 
e x p l i c i t p r i o r i t y , and d i r e c t i n d u s t r i a l design t r a i n i n g became 
subordinated. I s h a l l be examining the nature and implications 
of the moves from d i r e c t teaching t o a general, inculcation of 
taste i n the general population shortly$ here, however, I wish 
to make at greater length points concerning the relati o n s h i p of 
the state t o fine a r t teaching, and the tendency evident in. the 
184.0s of a fine a r t emphasis developing i n some schools. 
For, f a r front the s h i f t away from, the o r i g i n a l 
Board of Trade intentions ( i n s t i l l i n g art-~technique i n artisans) 
being a 'bretrayal' of the o r i g i n a l objectives, I would argue 
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t h a t i t was at the l e a s t , a very strong possibility,, given, the 
mature of the state w i t h i n capitalism i n . B r i t a i n , and the nature 
of a r t as constructed as part of the social relations of 
developing c a p i t a l i s t society. 
We have noted already the sense i n which, the intervention 
of the state i n the a f f a i r s of the Royal Academy (high a r t ) 
was feared and resented. Moreover, the involvement of the state 
i n a r t i s a n design t r a i n i n g was an action.to 'correct' the working 
classes - t o inculcate taste, and t o provide trained technicians 
f o r industry. 
For the state t o intervene d i r e c t l y i n . f i n e a r t 
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(bourgeois culture) would be to con t r o l , i . e . , i t would be 
anti-freedom. The state could intervene against the working-
classes, (whether t o 'clear' t h e i r housing f o r re-development, 
or t o educate them, or to provide culture f o r them, i s i r r e l e v a n t 
here), f o r the purpose and e f f e c t , i n bourgeois terms, i s t o 
bring them (the working classes) Uip' t o a l e v e l of bourgeois 
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responsible freedom. I n Gramsci's words, as quoted e a r l i e r 
every State is e t h i c a l i n . as much, as one of ibs most important 
functions i s t o raise the great mass of the population t o 
a p a r t i c u l a r c u l t u r a l and moral l e v e l , a l e v e l (or type) 
which, corresponds to the needs of the productive forces f o r 
development,, and hence to the interests of the r u l i n g 
classes. 
A characteristic of bourgeois freedom (a freedom defined 
by property) i s that the i n i t i a t i v e (the enterprise) be free 
( l o c a l ) . Hence the state, i n order not t o contravene suck 
l i m i t a t i o n s , must assist l o c a l i n i t i a t i v e , rather than, command 
support. *Assisting' l o c a l i n i t i a t i v e means contributing 
resources i n r e l a t i o n to l o c a l e f f o r t , which, of necessity, 
can only come from l o c a l industry, r i c h philanthropists, and 
the rates. I n the case of the 184.0s design system, i t came from 
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industry and philanthropy. Thus the c e n t r a l state, i n general,, 
tends t o support ( w i t h i n the terms of the c r i t e r i a of the c e n t r a l 
state) only that which exists, or could e x i s t l o c a l l y . I n e v i t a b l y 
t h i s means that the c e n t r a l state supports a l o c a l d i s t r i b u t i o n 
of wealth, power, and access t o ideological production. To 
impose upon the l o c a l i t y would be to subvert the defined l i m i t s 
of the bourgeois state (defined w i t h i n the bourgeois d e f i n i t i o n s 
of freedom w i t h i n private property*) 
Thus, f o r the state of the 1840s t o assist f i n a n c i a l l y 
i n the production of a design system tending towards f i n e a r t , i s 
of a character with the relations of the bourgeois; stat e . 
That i n practice 'assistance' i n r e l a t i o n to l o c a l 
e f f o r t i n e f f e c t means c o n t r o l , i s neither here nor there* 
For the important point i s t h a t the state i s not seen t o controle 
Thus the present day practice of the l o c a l state (rates) 
financing a large part of education, panning, roads and 
amenities, is: part of the same ideological appearance. The 
need, f o r the c e n t r a l state to intervene d i r e c t l y i s , i n practice^ 
l i m i t e d , given that i n e f f e c t the central state i s supporting 
at the l o c a l l e v e l the l o c a l elements of the r a t i o n a l r u l i n g 
classes and i n t e r e s t s . 
These points are made here i n a very abstract sense, 
and are thus contentious. A generalisation cannot be based 
on the state i n the 184.0 s and 1850 s. These remarks, however, 
apply equally to the state i n the 1960 s and 1970 s - as I intend 
t o show i n l a t e r chapters. The point I wish to stress 
here i n r e l a t i o n t o the state i n the 18/+0 s i s that the tendency 
towards a middle class provision of fine a r t i n i t s . ideological 
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and material forms was not the r e s u l t of mere administrative 
misunderstanding, bureaucratic incompetence, or the characteristics 
of bureaucratic organisation. 
The characteristics of a bureaucracy are never s u f f i c i e n t as a 
sociological explantion, for a bureaucracy i s always the 
product of a specific h i s t o r i c a l / s o c i a l circumstance. 
The State Design Schools: 1850—1873: Henry Cole. 
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Henry Cole directed the state art/design system 
between 1852 and 1873. I t was under his energetic d i r e c t i o n 
that the confusions of the 1837—1849 period were sorted out, 
and a system established oriented towards the ideological 
and p r a c t i c a l propagation of fine a r t , but including also 
technical design teaching conceptualised as a subsidiary a c t i v i t y 
t o fine a r t . 
The period 1837—1849 can be seen as one of expsriment-
a t i o n with a new state venture. The proposals and arguments 
of Benjamin Haydon, or Charles Heath Wilson, i n e f f e c t went 
beyond the bounds of the possible i n terms of state sponsorship 
of a r t at that time, given that the state existed through and 
was defined by that form of society. The contradictions and 
struggles became for a time acute, and the design system f e l l 
i n t o decline, to be revived only by the impetus derived from the 
Great Exhibi t i o n of '51. 
Between 1842 and 1852 twentyone provincial schools 
of design had been set up: Henry Cole was to preside over the 
rapid expansion of t h i s system. The Board of Trade, i n 1852, 
authorised the creation of the Department of Practical A r t of 
the Board of Trade. Meanwhile various functions of the Head 
School i n London were moved i n t o separate buildings, and the 
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Head School i t s e l f was renamed the 'Metropolitan School of 
Ornament f o r Males'; the female school likewise was renamed, 
while the provincial schools were renamed Schools of Pr a c t i c a l 
A r t . 
One of the most s i g n i f i c a n t innovations was the 
i n s t i t u t i n g of t r a i n i n g classes f o r a r t masters at the London 
Head School, these teachers being trained f o r the p r o v i n c i a l 
schools, t h i s thus beginning an a r t teacher t r a i n i n g aspect of 
the system that was to become increasingly dorainanto 
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The 184-9 commission of enquiry i n t o the design schools 
had noted an inadequacy of general elementary education i n 
those attending the provincial schools e I n the context of 
t h i s perceived inadequacy we can see the i n t e n t i o n behind 
Henry Cole's attempts t o operate the a r t schools i n two d i r e c t i o n s ; 
f i r s t l y , he attempted to create a central London t r a i n i n g 
school and a r t museum; secondly he attempted to create schools 
of elementary a r t i n the provinces. These l a t t e r would teach 
"parochial 1 children and send them to the c e n t r a l school as 
fodder f o r t r a i n i n g as a r t masters, who, i n t u r n , would r e t u r n 
t o the pro v i n c i a l elementary schools. The central :'.school 
was to be the most important art/design centre. As part of 
these changes Cole removed the o r i g i n a l s t i p u l a t i o n t h a t students 
i n the schools should specify t h e i r career intentions as 
being vocational - n o n - a r t i s t i c i n the professional sense. 
For Cole was moving towards a national a r t teaching system: 
the class h-ckground, and the orie n t a t i o n towards teaching the 
working classes technical design was becoming secondary. 
He was t o attempt the inculcation of 'taste' i n a more subtle 
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manner. 
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Henry Cole's Two-Tier System 
The experiments i n design education prior t o the Great 
E x h i b i t i o n had revealed not only c o n f l i c t as to what such an 
education could/should be, but i t had also revealed a lack of 
necessary elementary education seen. as a basis f o r design 
education. Cole transformed t h i s semi-chaos i n t o a coherent 
national system, by which certain students selected from 
prov i n c i a l schools, were trained i n London as teachers of a r t , 
and then twere returned to provincial schools; in addition, 
Cole had elementary drawing made a part of the national elementary 
education system. I n name t h i s national elementary system 
was private, or charity, but, i n practice, the state grant ard 
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inspectorate system rendered considerable control possible. 
Cole had therefore managed (a) to orientate the national a r t 
school system towards general a r t teaching controlled through 
the production of teachers c e n t r a l l y : (b) t o create a second (lower) 
t i e r of basic t r a i n i n g i n a r t technique at the elementary 
l e v e l , t h i s second (lower) t i e r again being staffed by c e n t r a l l y 
(London) trained teachers. 
The system1 Cole developed was geared towards fine a r t , 
rather than design; not fine a r t i n a necessarily creative 
sense, as we would now understand i t , for learning t o draw was 
i t s e l f s^en as being an a r t i s t i c a c t i v i t y i n the sense th a t the 
moral u p l i f t of a r t came with such an accomplishment. 
Cole did maintain and develop design oriented classes 
at the central school ( i n London). But, p a r t l y f o r administrative 
reasons, the central design classes tended to be oriented towards 
producing copies f o r use i n the provincial schools, rather than 
the design schools being related t o industry. This production 
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f o r i n t e r n a l use followed from the department being supposed 
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to be as economically s e l f s u f f i c i e n t as possible. 
Under Henry Cole drawing was made ce n t r a l to a l l 
courses, but also the emphasis on teaching designing f o r trades 
to artisans occurred. After 1864, i n f a c t , ' a r t i s a n classes' 
became referred to as 'night classes f o r drawing', f o r the 
a r t i s a n classes were anyway generally f i l l e d w i t h lower 
middle class clerks, builders, engineers, and young ar c h i t e c t s , 
who were not working class i n the sense intended by ' a r t i s a n ' . 
The cumulative e f f e c t of Cole's e f f o r t was that aery 
e x p l i c i t industrial-working-class orientation of the system was 
phased out. Cole was not attempting to improve artisans; 
rather he was d i r e c t i n g 'public' policy towards a l l groups front 
the s k i l l e d working class and lower middle class upwards. 
For, from the beginning, there had been evident a conflict.between 
a state policy directed at the working classes,. and a state 
policy providing for the middle classes„ Under Cole the system 
was consolidated i n the l a t t e r d i r e c t i o n , and much greater 
emphasis put on education through example (Museums) than through 
d i r e c t pedagogy i n r e l a t i o n t o the working classes. 
The return to education i n taste through example, and. 
less through d i r e c t i n s t r u c t i o n , i s a restatement of the position 
expounded by Reynolds i n the late 18th century - the only difference 
being that Reynolds was t a l k i n g i n r e l a t i o n to a single Royal 
Academy, and a few lesser private i n s t i t u t i o n s , while Cole 
was providing his example through museums, and. an elementary and 
more specialised education i n fine a r t . 
I n e f f e c t , therefore, fine a r t i s beiiig removed, i n 
aa i n s t i t u t i o n a l form, from p r a c t i c a l involvement with manufact-
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ure, and the state aparatus Is being realigned towards reproducing 
and propagating c e r t a i n conceptions of fin e a r t , and of education 
through a r t , and of design as being derived from t h i s i n a 
manner t h a t was available to the lower middle classes via 
technical and drawing classes, and to the general public (general 
middle classes) through museums and exhibitions, and, to children 
i n elementary schools (lower class and lower middle class) 
as an enforced part of the curriculum. I n amongst t h i s , the 
middle class young ladies continued to be offered fine a r t 
classes, and paid fees and, through such fees, they bought 
the freedom to select and choose courses as they wished; t h i s 
group continued t o dominate the schools. 
The Development and Growth of Museums: 
I n the early 1830's there were, i n B r i t a i n , only a 
few academies of a r t - private a f f a i r s , dominated by the 
existence of the Royal Academy. There was very l i t t l e 
'public a r t ' - most collections being private, and the commission-
ing and discourses of a r t being reserved t o a r i s t o c r a t i c and 
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middle class c i r c l e s . 
Under the Science and A r t Department i n the 1850,'s 
a 'public' provision of a r t education and technical a r t t r a i n i n g 
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was being created. As part of th i s 'public' provision, 
moreover, the nineteenth century saw a growth of museums -
collections of a r t (and other) objects housed and .available 
to those interested, and provided either by the state or by the 
philanthropy of the r i c h . 
Here I intend t o consider on an abstract l e v e l the 
significance of the development of museums: i n l a t e r sections 
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the subject s h a l l be dealt with i n a more concrete sen3e. 
A basic feature of a museum or a r t g a l l e r y i s t h a t 
objects used i n d a i l y l i f e (whether i n a u t i l i t a r i a n sense 
or as adornment i s immaterial), are taken from t h e i r l o c a t i o n 
of use and placed i n a special place t o be looked a t . This 
'looking 1 i s a p a r t i c u l a r kind of looking simply by vi r t u e of the 
objects being i n a special place only to be looked a t . 
The museum or gallery i t s e l f imparts a special s i g n i f i -
cance to the objects i t houses on account of the cost of the 
museum gallery; t h a t i s , some person cr organisation has seea 
f i t t o spend considerable sums of money on a museum/gallery;, 
rather than i n other ways. The choice thus involved as t o how 
to use resources implies a specialness,. 
I t i s one thing f o r me, as an i n d i v i d u a l , to have 
a painting or piece of fur n i t u r e i n my house, and have these 
admired, perhaps, by guestsj i t i s something very d i f f e r e n t 
i f I construct myself, or with others, a special building t o 
house several paintings and/or objects, which I then throw open 
to the 'public' to come and view. The use of the paintings/-
objects, and the social significance of the a c t i v i t y of viewing 
and. the building w i t h i n which t h i s takes place, i s something 
very d i f f e r e n t from that involved i n these paintings/objects 
being seen and used as part of ray" own house. 
A museum i s important i n being part of the generation 
end maintenance of a segmentation of the environment. A 
currently much over-used term i s that of 'art-object' - a phrase 
perhaps now used because of a sense of eabari-assaent when t a l k i n g 
of ' a r t ' or 'works of a r t ' both because of the vagueness of 
these terms i n a denotative sense, and because of the c u l t u r a l 
183 
implications of the terms as 'pretentious 1, or pertaining t o OEL 
expertise t h a t verges on snobbery* Whatever the case may be, 
the idea of aa 'art-object i s one that receives a material 
v a l i d a t i o n from museums and g a l l e r i e s . 
We have traced from the Renaissance the social construction 
of a r t as a form of segmentation of the environment i n t o a r t 
and not-art, and as a form of theor e t i c a l ideology f o r the 
r u l i n g classes. The idea of a museum i s a further strengthening 
and construction of such an ideology/practice, through the museum/-
gall e r y being the embodiment of c r e a t i v i t y being abstracted from 
use (even i f 'use' was only domestic ornamentation). The 
museum, furthermore, provides a material v a l i d a t i o n f o r the 
at t i t u d e of veneration towards specific products, f o r the idea 
of a r t and culture as things apart and of a value separate from, 
everyday l i f e i s embodied i n the presentation of culture through 
museums •= a presentation t h a t , through embodying a 
•uselessness' i n the very material location of the objects 
( k a museum/gallery where things can only be stared a t ) 
implies some other use. That i s , some other value other than 
use, or beyond or above use> i s implied by i t being worthwhile 
presenting a range of objects i n a s i t u a t i o n a l i e n to the 
normal and everyday use of such objects. 
The museum thus validates the idea of a r t and culture 
as s p e c i a l i t y , and as not related to l i v i n g but, at the same 
time, because housed and venerated i n special places, being 
special products of human existence. 
This i s t o state i n an abstract form a tendency inherent 
i n the existence of museums w i t h i n bourgeois c u l t u r e . 
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I t could be argued, of course, t h a t not a l l museums conform t o 
such a descriptions not a l l museums are of or about 
a r t and culture or even history as 'heritage' i n the bourgeois 
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sense* Museums of farm implements, for instance, are not 
discussable i n the terms set out above* I t can be argued, 
however, and i s being here, that any museum, w i t h i n B r i t i s h 
bourgeois society i s p i n being a muse^ ua, i s to some extent of 
the type above suggested. A museum of old cars is not i n the 
same way ' a r t ' , j u s t as a museum of farm implements and techniques 
i s not a r t ; but both f a l l w i t h i n the category of museums, i . e . , 
enclosures of 'heritage' i n the form of individuated objects. 
H i s t o r i c a l practice is. transformed i n t o objects, and a par t i c u l a r 
way of staring at hi s t o r y i s implied. We are not going t o go 
so far as to argue that i t i s inherent i n the nature of museums 
that h i s t o r y must, i n the nature of museums, be so presented} 
we merely suggest a tendency - and a tendency where a r t i s 
concerned that becomes almost an 'iron law'. 
The Museum and Gallery as Middle-Class Palaces 
The nineteenth and twentieth century museum i s a 
product of f u l l i n d u s t r i a l capitalism; the eighteenth century 
private c o l l e c t i o n was a product of a more r i g i d l y ordered and 
less i n d u s t r i a l society. I n the nineteenth century the 
museum, did (among others) two things: i t provided in. a 
f p u b l i c ' (middle class) form the heritage of the aristocracy; and 
secondly,it provided the fpublic' ( i d e o l o g i c a l l y speaking 'public' 
being here 'everyone') access to the 'heritage* of the 
'nation'. I n the f i r s t sense (provision f o r the middle classes) 
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the provision of museums can he seen as being related t o new 
power relations w i t h i n society: that i s , an expanded middle 
class which could not l i v e i n a r i s t o c r a t i c palaces, could neverthe-
less have palaces of a r t c o l l e c t i v e l y , j u s t as they would have 
education i n a r t through the state, given that the Royal Academy 
aBd other private academies were too few and too London based. 
I n the second sense of making available heritage and 
culture t o a l l , the museum/gallery i s important i d e o l o g i c a l l y . 
For, i t appears t o give access to that pre-defined as important 
(so defined by experts w i t h i n the culture and education of the 
bourgeoisie)* I n f a c t , of course, the 'public' (everybody) 
only has access; they have no co n t r o l . But the ideological 
function of the museum as ' a v a i l a b i l i t y of culture' (democracy 
of culture) i s important w i t h i n social democracy 
Henry Cole and Museums 
Since the mid-eighteenth century short-period exhibitions 
of f i n e a r t had been taking place. In. France, by contrast, 
the f i r s t Salon des Beaux Arts was opened i n 1667. I t was the 
Society for the Encouragement of Arts, Manufactures and 
Commerce^ (now the 'Royal' S o c i e t y . c ) , which introduced i n t o 
t h i s country the idea of exhibitions of coiatemporaxy a r t i s t s , , 
holding the f i r s t such e x h i b i t i o n - i n 1760* This e x h i b i t i o n 
had contained 130 pictures by 69 painters, including Reynolds, 
Cosway, Richard Wilson, Morland, C a r l i n i , and Hay/nan. These 
exhibitions continued annually u n t i l 1764, a t which tine qxiarrels 
among exhibitors led t o the formation of two Societies - the 
Society of A r t i s t s of Great B r i t a i n , and the Free Society of 
A r t i s t s . The former was a d i r e c t and successful predecessor 
t o the Royal Academy. 
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Such exhibitions as these,however, being short-tena 9 
and of l i v i n g , working, artists.* are not of the sane nature as 
museums: rather than being repositeries of culture.,, suck 
exhibitions are promoters of forma of c u l t u r e . The f a c t of 
regular exhibitions i s , however, important as a precursor f o r 
pernianent museums, not only i n the f i e l d of fine art,, but i n 
the general area of decorative and i n d u s t r i a l a r t s . 
I n the area of decorative and i n d u s t r i a l a r t the role 
of the Royal Society of Arts was also t o be increasingly important 
both i n terms of general promotion, and i n terms of a specific 
involvemeat i n the Great E x h i b i t i o n of 1851. 
I t was i n May 1852 that Henry Cole set up the Museum 
of Ornamental Manufactures - the nucleus of what i s now the 
Vict o r i a and Albert Museum.. The impetus f o r t h i s foundation 
came from the success (and the exh i b i t s ) of the Great E x h i b i t i o n 
of 1851, and tha t e x h i b i t i o n i n i t s e l f must be located w i t h i n 
both the growing concern about B r i t i s h design standards v i s 
a v i s foreign* competition, and the general concern f o r the l e v e l 
of taste and the a c t i v i t i e s and values of the working classes. 
I n d u s t r i a l a r t exhibitions (such as the Great E x h i b i t i o n 
of *5l)» warrant discussions separately. Here we s h a l l examine 
Henry Cole i n r e l a t i o n to such exhibitions, so> as to place t h i s 
discussion i n the context of Cole's other work i n r e l a t i o n t o 
general a r t education. 
Charles Heath Wilson, when; principle of the Head 
School i n London, had collected casts and objects f o r the schools 
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oa a national basis. By the time Cole took charge of the 
Department, these were scattered around the schools, uncatalcgued 
and often ignored i n c e l l a r s . Cole, however, wished t o set tip 
a more i n d u s t r i a l l y orientated c o l l e c t i o n of objects as an 
educational resource not only f o r the art/design schools, but 
f o r the wider population. I n these e f f o r t s Cole was greatly 
assisted by Prince Albert, a prominent figure i n the a r t and 
industry f i e l d . 
The1 Treasury (the state) gave fi v e thousand pounds 
towards the new museum. The type of exhibits f o r display 
included t e x t i l e s , ceramics and metalwork. The Queen 
( i n her capacity as a. private Monarch) allowed Cole t o search 
Buckingham Palace, and take Sevres porcelain worth ten thousand 
pounds f o r the c o l l e c t i o n . She also- gave the upper f l o o r s of 
Marlborough House, P a l l Mall, (a Royal palace) as a place t o 
house the display - the palace being out of use due to the youth 
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of the royal children. 
The involvement of the Queen i n t h i s museum i s yet 
again an example of that 'private' Royal patronage/involvement 
which we have discussed i n r e l a t i o n to the Royal Academy. 
As Monarch the Queen i s able t o assist with exhibits and 
premises, f o r , only as Monarch has she the a b i l i t y t o o f f e r 
Marlborough House or Buckingham Palace porcelain. Her being 
Monarch (head of state) i s , however, separate i n t h i s case from 
thf: actions of the state i t s e l f . She was not acting ss a very 
r i c h private individual who also happened to be Monarch, t h e r e f o r e ; 
hut she was acting as Monarch i n a sense unrelated t o parliament, 
the executive and other aspects of the state. 
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I E the case of the Museum, of Ornamental Manufactures; 
the state was also involved i n the conventional, sense, through 
the contribution of money (from the Treasury) and through, the 
involvement of Henry Cole as an o f f i c i a l of the state* The 
state i n such cases acts t o concentrate wealth (wealth obtained 
through the taxation of producers) i n areas defined as being t o 
the public good* The state does not •provide 1 the museum9 
however £ i t rather acts t o help make possible the museum. 
I t acts i n concert w i t h private wealth amd i n i t i a t i v e (much of 
t h i s i n t h i s case coming from the Monarch), I n acting thus 
the state helps to make more possible that which private 
individuals support - i n other words the state acts to enhance 
and strengthen! the private e f f o r t s of the r u l i n g groups, 
Cole rs e x p l i c i t educative function i n the new museum; 
was very obvious, Public lectures were given, and a catalogue 
drawn up which included deta i l s of manufacturing processes. 
Furthermore, an ante-room was established with examples of 'false 
principles i n decoration', 
These developments are important, f o r they i l l u s t r a t e 
the new d i r e c t i o n Cole was developing i n promoting taste and 
design. Teaching and i n s t r u c t i o n in. school i s a d i r e c t method; 
we could term i t the 'hard' method. By contrast public display 
and e x h i b i t i o n i s a method by example - a s o f t method. 
Education through the 'soft* method of example may 
be supposed to be directed at d i f f e r e n t s ocial groups. The 'hard' 
method of i n s t r u c t i o n i n the design schools had been o r i g i n a l l y 
directed towards artisans and mechanics - the s k i l l e d and serai-
s k i l l e d working class. The practice of education through 
example via museums can be seen to be aimed at a wider audience,-
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at the 'public' I n the sense of the upper working class upwards. 
I t i 3 ; aimed at those with le isure, those with technical interests , 
and the manufacturers themselves (the owners of industry). 
That i s , Cole was attempting to transform the ideas of the 
consumers, the owners of industry, and provide information for 
technicians. 
Henry Cole was not only the Secretary of the Science 
and Art Department, but also director of the new museum. 
When, this was moved to the new site being developed at South 
Kensington, he instituted the 'loan collection' and the travel l ing, 
or circulating, museum. This la t ter , set up in 185U» involved 
the construction of special vans, so that packaged exhibitions 
could be transferred straight to r a i l waggons. Museum staff 
travelled with exhibits, unpacking and arranging them. 
Exhibitions were given at both private and public inst itutions, 
provided that the institution could meet the cost. Pictures 
and other works were shown in churches and mechanics'institutes, 
local museums, and schools of a r t . This travell ing museum 
played an important part in. promoting the idea of museums around 
the country, and hence in the setting up of local museums. 
At the South Kensington museum itself,photographs and 
electrotypes of objects in the museum were introduced, and the 
sales department was set up over the refreshment room. The 
museum opened in the evenings as well as the day time to cater 
1 or working pe ople. 
A l l these developments indicate, therefore, how ful ly 
the state was entering into 'exemplary' education, attempting i n 
a f u l l sense to create Haste's taste both in the narrow sense 
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of standards of design among consumers and producers, but also 
i n the broader 'moral* sense - for these two senses were never 
far aparto I t nay be remembered in what scathing terms Eagels 
i n his 'On the Housing Question'"^1- discusses the notion that 
i f the working classes had more sense afid understanding, they 
would be better off: i t i s i n a similar sense that 'taste' i s 
even, i n i t s narrowest usage always a moral concept* 
Internationally Cole's museum had great e f fect . 
Museums of applied art a l l i ed with schools were set up on. the 
continent in various places in the 1860's: notably the Oester-
reichisches Museum fur Kunst und Industrie, set up in. 1364; 
a school of applied art being added to this in 1867o Karlsruhe 
opened i t s Gewerbehalle i n 1865, and Berl in opened a Gewerbe 
Museum with an art school in 1867* In Kola an Industrie-
Museum, and in Munich a Kunstgewerbeschule were opened in 1868, 
while in 1869 Hamburg opened i t s famous Museum fur Kunst und. 
Gewerbe. Similar developments occurred i n Holland, ana in 
the 1870's in France. 
Within Bri ta in there was a boom in the opening of 
loca l museums in the 1860's, I870's and 1880's, inspired i n 
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part by the impact of the efforts of Cole. 
Public Services as a Response to the Working Classes 
A theme I am pursuing throughout this thesis is the 
way in which state intervention in culture and art serves to 
legitimise the ruling classes, and- to seduce the general population. 
Two extracts from a speech delivered by Cole in November 1857 
i l lus trate well his -understanding of these processes. In the 
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f i r s t he expl ic i t ly relates state provision to radica l po l i t i ca l 
movements - a pol i t ics be ca l l s •u l tra - l ibera l i sm 1 . 
Indeed, i t is proved that as a people become intel l igent 
and. free, so are they l ike ly to demand Public Education and. 
to be wil l ing to pay for i t « Manchester, the scene of the 
Peterloo riots in 181A, where the democratic feeling has 
certainly not diminished, although i t i s perceptibly tempered 
by increased intelligence, is among the f i r s t places in this 
country to agree to a local rate to support a Free Library, 
and this willingness to tax themselves for Education i s 
remarkable chief ly on the part of largely populated manufac-
turing centres, where the polit ics are what may be termed 
ultra l i b e r a l . Salford, Bolton, Sheffield, Norwich, 
Kidderminster, Preston, a l l tax themselves for Free 
L ibrar ie s . (106). 
Cole i s i n the above conceptualising state provisions as a 
response to a specif ic sort of pressure - an urban working class 
po l i t i c s . Relating 'Peterloo' to the demand for public education 
i s I think, quite remarkable. 
The second extract from the speech concerns the evening 
opening of the Kensington Museum, and indicates (a) the sense 
i n which 'entertainment1 or the giving of pleasure are part of 
the •soft' approach to providing education and spreading 'taste*; 
(b) the way in. which such provision was seen as an anti-dote 
to less wholesome a c t i v i t i e s : 
The working man. coins s;~'to thisMuseum from his one or two 
dimly lighted cheerless dwelling--rooms, i n his. fustian, 
jacket,, with his sh ir t collars a l i t t l e t r i n ^ d up,, accompanied 
by his threes, and fours, and f ives of l i t t l e fustian, 
jackets,, a wife, i n her best bonnet, and a baby of course 
under her shawl. The looks of surprise and pleasure of 
the whole party when they f i r s t observe the b r i l l i a n t 
lighting inside the Museum, show what a. new, acceptable,. 
and wholesome excitement this evening entertainment 
affords to a l l of them. Perhaps- the evening opening of 
Public Museums may furnish a powerful antidote to the gin 
palace. (107) 
Apart from indicating the sense in which this \ns education 
through pleasure and 'entertainment', and as an anti-dote to 
less wholesome entertainment, this passage i s also remarkable 
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for the patronising and condescending attitude to the working 
mam and his family - his " l i t t l e fustian jackets", wife and baby. 
The reference to the "gin. palace" also i s a standard element in. 
references to the working classes - the vice of drunkenness being 
almost a symbol for, or euphemism, for the 'problem' ( p o l i t i c a l 
and social) of the working classes. 
The State: Froa Charity to Public Service 
The urban, art school in an industrial area was oftea 
housed i n rented rooms of low quality. I t was more usual 
to find a purpose bui l t school in the r u r a l county town area, 
i . e . , in a non industrial area, where middle class elements 
regarded the schools as being of fine ar t , rather than industrial 
design. Money for the county town school was raised in a. 
variety of ways, including baz ars, soirees, exhibitions of 
s taf f and student work, and so* forth. 
I n the context of lack of support from industr ia l i s ts 
for schools in industr ia l areas, the Public Libraries acts of 
1855 for England and Ireland, and 1867 for Scotland, made 
possible the appropriation of land by a borough or d i s t r i c t 
board for the erection of buildings 
suitable for public l ibrar i e s , or museums, or both, or for 
schools for science and art., 
Given the lack of movement within these previsions, an act of 
1884. further stated that 
Buildings may under the said sections be erected for public 
l i b r a r i e s , public museums, schools for science, art gal ler ies , 
and schools for ar t , or for any one or more of those 
objects. (108) 
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Such acta brought museums, galleries and art schools within the 
orbit of loca l government as poss ibi l i t ies ; not as re quire me arts. 
The state ( in the 19th and 20th centuries) can be said to do 
three main things in relat ion to local government; f i r s t l y i t 
makes some actions of loca l government (the local state) mandator:,'; 
secondly i t makes some actions by local government possible; 
thirdly i t makes certain actions by local government impossible 
The sense in which the central state makes some actions possible, 
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though not mandatory, we could c a l l 'state, l a i s s e z - f a i r e ' . " 
To some extent i t can be said that the state 'makes 
possible* some things and mandatory other things according to 
the importance of these things. But there i s , I would argue, 
a further element necessary in understanding why certain act iv i t i es 
are generally voluntary. That i s , in the case of cultural 
ac t i v i t i e s , were these to be made mandatory local-state services, 
there would be a possibi l i ty of these being seen as to do with 
•state a r t 1 and 'state cul ture' . In this country state provision 
would be a possible threat to freedom - to the unlettered 
individualism of the creative genius. I n making something 
•possible' rather than mandatory, the central state is appearing 
to leave the decision to the loca l i ty . 
The sense in which certain cul tural provisions were 
l e f t as possibi l i t ies rather than as obligations at the l oca l 
l eve l , is interesting in that this allowed for a gradual 
ch:.nge during the 19th century... whereby the state changed frons 
being seen as the provider of 'charity' for the working classes$ 
to the provider of 'services' for a l l - aud sometimes for the 
middle classes in part icular. 
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The function of the state as provider for the middle 
classes i s obvious today in many areas. On the mundane 
l eve l we may be familiar with the better road surfaces, street 
lighting and grass verges i n the richer sectors of some c i t i e s . 
On a more substantial l eve l , the d i f ferent ia l distribution, of 
resources to different sectors of education i s related also to 
the different proportions of working and middle classes in these 
various sectors. I n the f i e l d of cultural policy today the 
heavy subsidies given to Govent Garden, and the creation of a 
series of monuments to culture on the South Bank of the Thames 
i n London, are a l l indicative of the role of the state as middle 
class provider. 
I t was during the early decades of the nineteenth 
century that the potential of the state as a. provider for the 
middle classes, rather than as simply a charity for the working 
classes, came to be discovered. The state as 'nation* could 
acquire wealth and distribute this to the middle classes v ia 
'public' provision - for example museums, l ibrar ies and art 
schools. Thus the s h i f t within the design school system to an 
increasingly expl ic i t form of fine art provision can be seen 
as being part of, or within the terms of, a growing discovery 
by the middle classes of the potential of the state: through the 
state the middle classes could have publicly what the aristocracy 
had privately. 
The situation i s not, of course, clear-cut: a l ibrary 
or museum, i s many things at once: i t i s cultural heritage and 
bourgeois prestige; i t i s the enshrinement of the l ived past 
in a frozen present as defined, selected and catalogued according 
to specif ic c r i t e r i a ; i t i s knowledge and ut i l i tar ianism; 
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i t i s a means whereby the lower classes are impressed and 
ffiystified; i t i s a means whereby an individual may come to 
understand, his/her experiences and reject the mystification; 
and so on, and so forth. But also as part of a l l these, a 
museum, gallery or l ibrary , i s a shared palace - a resource for 
the middle class col lect ively in the place of the much vaster 
resources enjoyed by the aristocracy privately. 
I t i s in this sense that i t i s important to see the 
growth of the state not only as an instrument of central 
control, seduction provision and repression in relation to the 
working classes, but also, and importantly, as a phenomenon 
relating to and part of the rise of an industrial middle 
class - professional and business. 
Henry Cole; the Conclusion of his Career 
Henry Cole i s one of the most interesting of the leading 
Victorian figures involved in the development of state intervention 
i n art and manufacture. I have therefore been returning to his 
career at intervals throughout this chapter in order to 
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develop and i l lustrate points i n the argument. 
As the r e a l founder of the Victoria and Albert Museum 
Cole i s the originator of an inst i tut ion that promoted the 
display of ordinary objects and good design. The Museum i t s e l f 
followed on direct ly from the Great Exhibition of 1851, with which 
Cole was involved. These institutions and events are the 
foundation of the tradition that leads to the g l i t ter of the 
Ideal Home Exhibition, and the more restrained Design Council 
exhibitions. 
The drive and direction of Cole's ac t iv i t i es are 
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perhaps better understood when i t i s realised that he was a 
friend of Thomas Love Peacock, and of John Stuart M i l l when the 
la t ter was most under the influence of Jeremy Bentham. 
The scale of Cole's achievement in the educational f i e l d i s best 
suggested in his own words, as given i n a lecture delivered 
to students of Nottinghami School of Art three months before his 
retirement: 
Since the year 1552, I have witnessed the conversion of 
twenty limp Scb.ools of Design into one hundred ana twenty 
flourishing Schools of Art in a l l parts of the United 
Kingdom, and other schools l ike them, in the Colonies and 
the United States, Five hundred night classes for drawing 
have been established for art isans . One hundred and eighty 
thousand boys and gir ls are now learning elementary drawings 
Twelve hundred and f i f t y Schools and Classes for Science 
instruction have spontaneously sprung up. The South 
Kensington Museum has been securely founded as a National. 
Centre for consulting the best works of Science and Art ? 
as a Storehouse for circulating objects of Science and 
Art throughout the Kingdom. Whilst this Museum i t s e l f 
has been visited by more than twelve millions of v i s i t o r s , 
i t has circulated objects to one hundred and ninety-five 
loca l i t i e s holding exhibitions, to which more than four 
millions of local v is i tors have contributed about 
ninety-three thousand pounds. (110) 
The achievement is impressive ~ extending even into the Colonics; 
note also, however, the reference to 'schools of design* being 
transformed into 'schools of art* 
Cole's major success was as a c i v i l cervant - a state 
o f f i c i a l . The basis for his success, however, l i e s in the 
way in \fhich i t was possible for him to act both as a state 
o f f i c i a l and as a private person in* the pursuit of his aims. 
Thus, while as a state offecial he worked in various government 
departments, as a private person he was an active member of 
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the Royal Society of Arts and also an industrial designer 
(among other things) under the nom de plume of Fel ix Summerly. 
Furthermore, in the 1&49 to 1852 period, Cole was founder and 
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editor of z a magazine - the "Journal of Design"• 
I n discussing the nature of the state in the early 
part of this chapter I quoted Gramsci as relating "a multitude 
of other so called private init iat ives" to the state, and to the 
way in which the state maintains the "pol i t ical and cultural 
hegemony of the ruling class." I have returned to this theme 
at several points since; Cole's career, however, i s part icularly 
i l lus tra t ive of the way private and public in i t ia t ives cam. 
re late . 
The 'Journal of Design', for instance, was started 
during the period when the schools of design were at their lowest 
point, and Cole himself had l i t t l e involvement with public a r t 9 as 
sponsored by the state. The Magazine ceased publication when 
Cole had become involved at Government leve l with ar t , and a 
Department of Pract ica l Art had been founded. The magazine, 
therefore, was for Cole a forum for private propaganda - a forum 
through which he could put pressure on government end on 
manufacturers and public. Cole's f i r s t address as editor in the 
magazine makes very clear his purposes i n editing the 
magazine; 
In conclusion, we profess that our aim is to foster ornamen-
t a l art in a l l ways, and to do those things for i t s advance 
i n a l l i t s branches which i t would be the appropriate 
business of a Board of Design to do, i f such a useful 
department of Government actually existed. ^ (]j_3) 
E x p l i c i t l y , therefore, he i s advocating Government action from 
a position as a private person. Later we sha l l bs considering 
the Great Exhibition, and the mixture of 'privateness' and 
•publicness' in i t s organisation. This took place during the 
1849 1852 period of the f Journal of Design', and Cole's 
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involvement in the Great Exhibition was to lead him to the position 
where, as a state o f f i c i a l , he could re-direct the art schools 
and found museums. l e t in relation to the Great Exhibition 
he was working largely as a private person. - as a member of the 
Royal Society of Art s c 
His career, therefore is a mixture of working from both 
within and without the o f f i c i a l organisation of the state, and 
Ms personal involvement with and friendship with people working 
both within, the state organisation, and within bodies such as 
the Royal Academy, the Society of Arts, indicates the way in 
which 'private in i t ia t ives and 'state' actions can r e l te and 
he embodied in the same individual. 
Cole's vision of society i s interesting and signif icant: 
significant because i t indicates one way in which the effect of 
and intention behind public art and museums was conceptualised. 
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I t was in fact a very Dtu'kheimian vis ion in as far as he saw 
the possibil i ty of a society with less pauperism, a more responsible 
capi ta l i s t c lass , and publicly provided alternatives to 'vice 1' 
and unwholesome a c t i v i t i e s . Culture, museums and art were to 
be a part of this alternative. In the speech at Notttingham 
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School of Art from which I have already quoted, he Cole 
outlines some of his hopes: 
I even believe that the science of"polit ical economy w i l l 
discover the means how to give the agricultural labourer 
as good a house over his head, as comfortable a bed to l i e 
upon, plenty of as good food to eat, and such proper 
covering for his body, as a cart-horse worth f i f t y pounds 
now gets. 
I don't believe such conservative progress is visionary, 
and with i t Schools of Science and Art w i l l multiply. 
Every centre of 10,000 people w i l l have i t s Museum, as 
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England had i t s Churches far and vide in the 13th century. 
The churches in the 13th century were the receptacles of 
a l l kinds of art work. Every church had i t s paintings, 
sculpture, metal decoration, architecture, music, and was 
i n fact a Museum. (116) 
The comparison between the 13th century church and the 19th 
century museum i s very revealing. 
Cole advocated better housing, public health, and attention 
to sanitary conditions„ Drunkenness, however, was seen by Cole, 
as by so many others, as being one of the most serious vices to be 
combatted. He did not go as far as explaining poverty by drink, 
however, as did some who were more moralistic than pract ica l . 
Museums and public culture were seen, by Cole, as a way of 
combatting drunkenness; i t could not be legislated away: rather 
wtot I propose . . . . i s to go into competition with 
the Gin Palaces. (117) 
Cole was an advocate for 
anything that w i l l bring people together and give them 
innocent amusement, for when a multitude i s drawn together, 
the company exercise a restraining influence, and mea are 
less l ike ly to appear drunk. (118) 
Cole was an advocate for Working Men's Clubs "managed by a 
committee of working men" for i n these places, where drink 
was sold, "the restraining principle that I refer to acts 
beneficially." He refers also to the importance of "public 
pleasure grounds". But, close to his heart, and in "competition 
with the Gin Palaces" was the South Kensington Museum. He 
explains that 
during my connection with i t , £i-t/ has been vis i ted by 
over thirteen millions of people, but during that time I 
have only heard of one person having been turned out for 
drunkenness, though wine, s p i r i t s , and beer are sold there. 
N~ow, here is the fact that i f people are got to v i s i t these 
places where they get amuseuent and can do pretty much as 
they l i k e , there is no drunkenness at a l l . Every town 
should have i ts South Kensington Museum; (119) 
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Every town, of course, did not get i t s South Kensington Museum, 
but many did construct lesser versions. Few were as courageous 
as Cole, however, in attempting to counteract drunkenness by 
providing wine, sp ir i t s and beer within their museums. 
The importance for our analysis of this examination 
of Cole's work, however, i s that i t indicates c lear ly the sense 
i n which state provision, could be seen as arid inteMed as 
an alternative to other a c t i v i t i e s . I n other words, as wages 
increased, and as leisure increased for certain groups, the 
state could step i n to control and direct leisure towards ends 
defined as wholesome, by providing ac t iv i t i e s , resources and 
places. The state could enter into competition with activities, 
seen as dangerous or unwholesome. 
John Poynter A.R.A. 
John Poynter, A.R.A. , as Director of the Art Division 
of the Department of Science and Art from 1875 on. was to further 
consolidate the tendency for the state art/design school system 
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to become an art school system. Redgrave, Poynter's 
predecessor under the t i t l e of 'Inspector General for Art* 
had s t i l l resisted this tendency, going as far as accusing 
masters of the schools of art of identifying their interests 
less with the sound instruction encouraged by the Department, 
than with the capricious wishes of the middle c lass , who 
at present rather res i s t such sound instruction. (121) 
John Poynter, however, was a High Art i s t of the C l a s s i c a l 
tradition, seeking the noble and ideal beauty through the 
antique and the nude model. 
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In. the 1880's Pcynter " was the editor of a series 
of ' I l lustrated Text-Books of Art Education'; this was a series 
of school-student general text books giving basic accounts of 
various schools of ar t and architecture. Poynter himself 
wrote the volume on 'Class ic and I t a l i a n ' ; i t i s , however, at 
the general preface to the series , as published in that 
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volume that vie are going to look in order to to make clear 
something of the way in which an important and in f luent ia l figure-
conceptualised ar t , and understood i t s social importance and 
poss ib i l i t i e s . 
Poynter's Preface 
Irs. examining the assumptions implicit i n Poynter's 
preface, and the social relations and conditions that are 
implied by the discourse and language, our purpose is not simply 
W discuss the ideas of a single marsi rather we are attempting 
to say something about the social relations of a r t , and the ideas 
of a c lass , as revealed by and embodied in the v/ritings of one 
man who as an Associate of the Royal Academy, and also Director 
of the Art Division of the Department of Science and Ar t . 
Central to Poynter's argument i s an emphasis on the 
importance of knowledge about ar t : only, he argues, on the basis 
of a sound knowledge of the history of art can a proper taste 
and discrimination develop . In other words, a sound knowledge 
w i l l lead to a correct taste. The Preface makes clear whose 
history i t i s that i s taught, and whom the education 
i s available to* 1 2 ^ 
The opening to the preface is pessimistic; the approp-
riate classes , he argues, do not have enough knowledge to practise 
good judgement: 
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I t is, no doubt the business of ar t i s t s to educate the public 
i n matters of art by raising the standard of taste through 
their own productions, whether these take the form of 
architecture, sculpture, painting, or the industr ia l arts. . 
And i t i s equally without doubt that public opinion reacts, 
and not always too favourably, upon ar t , by creating a 
demand which can but rarely be up to the required l eve l of 
"teste and c r i t i c a l knowledge; and this must be the case 
so long as that class of the public which possess the means 
of encouraging art remains for the most part, i n a Dogberry-
l ike belief that the appreciation of what i s excellent in 
architecture, painting, or sculpture 'comes by nature 1 . (125) 
Poynter, therefore, i s to emphasise the need for knowledge i n 
art to set against errant opinions. This teaching of knowledge 
i s especially necessary in the 1880's, he argues, because: 
whereas the patronage of the arts was formerly confined to 
a small c lass , in the present day we have entered upon a 
new and different phase. (126) 
I n other words the industrial revolution has thrown up a new 
class of people less dr i l l ed in the old traditions of High Art 
and culture. A wider middle class has been created, aiad 
an interest in art . . . has sprung up . . . which i s 
increasing far beyond the c irc le of the few highly cultivated 
persons who at one time constituted the amateur classes* 
The danger of the nev; situation, Poynter suggests, i s that the 
new interest i n art among a wider public is no more than 
a fashion, and a fashion is distinguished by 
the opportunity i t affords for quackery and advertisement 
among some so-called ' a r t ' companies and tradesmen (127). 
Poynter therefore reacts against consumerism and t r i v i a l i t y , 
arguing instead for an interest in art which has i t s foundation in 
"a definite and systematic knowledge of art ." 
Having thus argued for. the importance of a sound 
knowledge and a correct taste, Poynter points out that, while 
most "boys" i n public schools are not well taught in the knowledge 
of ar t , the situation with l i terature i s entirely d i f ferent . 
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The l i terature Poynter has in mind i s Greek and Lat in l i t erature , 
and the study of this i s the foundation of 
a discriminative taste for the higher forms of l i t erature , 
to the beauties of which his mind may be opened through the 
study of the best c lass ic models. (128) 
Re goes on to summarise the sorts of things a boy could end up 
knowing of c la s s i ca l l i terature , "to form their taste", and, he 
adds that, by contrast 
i t i s doubtful whether the large majority of boys would not 
be puzzled by any allusion to the names of Phidias or 
Michelangelo'. (129) 
Thus the basis for the formation of a correct l i t erary taste 
ex is ts , but the same basis (the same grounding in the Renaissance 
culture and the antique) i s lacking. I t is true that 
A smattering of drawing . . . has beea at most schools 
within reach of those boys whose natural inst inct has led 
them with more or less insistence in that direction, 
and that drawing i s becoming "every year more general and i s 
improving in quality;" however, 
unless under very able direction, this tends but l i t t l e 
towards the cultivation of taste. (130) 
We w i l l recognise this argument as being central to 
the Renaissance and post-Renaissance developments in art as an 
ideology and practice. Poyiiter i s echoing Joshua Reynolds 
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d irec t ly . The Importance, however, of Poynter's argument 
i s that he i s placing learning and knowledge above practice: 
technical knowledge . . . and even great s k i l l and original i ty 
as an a r t i s t , may exist in an individual in company with 
the most absolute indifference to any form of art that 
l i e s beyond his range of ideas; and there are many ct^tivated 
men whose opinion on a work of art i s much to be preferred 
to that of many a r t i s t s . (132) 
Therefore 
We must have . . . aft acquaintance with the great works 
of art that are standards of style; such works, that is 
to say, as have received the sanction of cultivated men of 
a l l times. (133) 
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I t i s of course true, as Poynter says, that "technical 
knowledge" and even "great s k i l l and originality as an art is t" 
may exist in company with "indifference to any form of ar t 
that l i e s beyond his range of ideas"* But 9 we may ask: 11 So What?" 
My question is not as flippant as i t may sound, for i t i s only 
the answer to such a question that reveals why i t is that the 
"sanction of cultivated mem of a l l times" i s so< important* 
I n invoking the "sanction of cultivated men of a l l 
times" (who are not, i t i s to be noted, the a r t i s t s , whose vision, 
aiay be limited to their own practice) Poynter i s in fact invoking 
the judgements and traditions of the Renaissance and post 
Renaissance ruling classes prior to the industrial isat ion of 
the late g eighteenth century and early nineteenth century. 
Poynter i s , therefore, invoking the culture constructed as part 
of the class developments prior to the emergence of the nineteenth 
century middle c lass , and the urban working c la s s . 
Poynter i s , moreover, adressing himself to boys going 
through a public school education; that i s , the s ignif icant 
sector of the population in matters of taste, so far as he 
i s concerned, i s made .up of the more prosperous members of the 
male upper c la s s . Thus he argues that; 
The least that the future possessor of a fine house or a 
picture gallery can get from such studies w i l l be an insight 
into his ignorance concerning things which surround 
him, and meet his eyes at every turn; and i f his interest 
in them, carry him but l i t t l e further than the acquisition 
of a certain number of names and dates by heart, the mere 
fact that he has been taught these may be an indication to 
him of their importance; (134) 
I t is by now evident from these quotations, however, 
that, despite the force with which Poynter is putting his arguments, 
he i s , at least in part, on the defensive: that i s , he is 
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f i g h t i n g f o r a position that i s not f u l l ? recognised by a l l . 
Were boys t o acquire the education he advocates, the e f f e c t , 
he argues $ would be of national significance, but the s i t u a t i o n 
he describes i s not the one that a c t u a l l y e x i s t s : 
I t seems hardly doubtful then, that i t would be w e l l i f 
our future statesmen could have i t impressed on thea in. 
t h e i r youth that some need of t h i s glory vhich Fericles 
has received w i l l be t h e i r due whenever t h e i r encouragement 
of the fine arts tempts the/a to go further than the annual 
votes which they give with a grudging hand t o the three 
museums of London. . And i t w i l l be well also i f our 
future Mummiuses s h a l l have been taught as schoolboys 
that works cf beauty aad s k i l l have a value i n theaselves 
independent of t h e i r market pric e . (135) 
One can. perhaps sense i n the above a d i s l i k e of the 
commercial orientation of the p o l i t i c i a n s and social leaders; 
men who inhabit prestigous and expensive surroundings, but 
who do not value t h e i r surroundings i n the proper manner. 
C a p i t a l i s t transforms human relationships and material productions 
i n t o commodities. Poynter i s t r y i n g t o transform certain specified 
commodities back in t o 'culture 1 - a culture based on the private 
property of capitalism, but which, i n i t s ideological f o r n , i s 
above class and price* There i s often t h i s contradiction 
inherent i n the rel a t i o n s of capitalism, between the tendency f o r 
a l l human productions and relationships to be reduced to commodities 
w i t h a market price, and the ideologies necessary to preserve 
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a human face w i t h i n such r e l a t i o n s . 
The Expert; the Art Historian; the Art C r i t i c . 
A central, feature of Poynter 1 s argument i s the 
insistence on the necessity for a specific form of knowledge, i n 
order f o r any v a l i d judgements to be made a t a l l . This i s an 
insistence, given that the knowledge i n question i s a pre-
defined knowledge, on the r i g h t of the expert, and only the 
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expert, t o know and to judge. 
The art-historian-expert i s a product of the l a t e 
eighteenth and early nineteenth centuries; that i s , the 
a r t h i s t o r i a n i s a phenomenon which emerged during the period 
i n which an agreed upper class d e f i n i t i o n of 'taste* was becoming 
problematic. The 'expert' : (commonly acknowledged as such) 
therefore replaced an upper class social consensus. 
The 'expert', whether i t be the a r t expert, or those 
present-day experts consulted on the t e l e v i s i o n news b u l l e t i n s 
on. a l l p o l i t i c a l and economic questions, are important figures 
4& a class; society, for they contain, define, structure and 
l i m i t knowledge. They define what i s to be knowledge, and 
they define what i s to count as 'sensible o p i n i o n B e n e a t h 
the expert there is the amateur - lesser men and women w i t h i n a 
hiera r c h i c a l system of knowledge and the knowledgeable as 
defined by the expert. 
The expert i s a characteristic of the relations of 
production (material, social and ideological) of social democratic 
forms of capitalism.. The t h e o r e t i c a l p o s s i b i l i t y of anyone 
becoming an expert i s evidence of the democracy of knowledge and 
the pursuit of t r u t h ^ the actual existence of the expert i s 
i n practice a denial of that expertise to a l l who are not also 
experts. And, f i n a l l y , the very existence of the expert i s 
a social materialisation of the d i v i s i o n of labour and d i v i s i o n 
of knowledge, f o r , t o be an expert i s only t o know one f i e l ^ y and 
not t o be an expert, i s to know no f i e l d a t a l l . 
Within a r t the development of the expert has proceeded 
i n a manner very alien- to Poyater's i n t e n t i o n s . For, i n practice, 
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the art-expert has been divided i n t o two: that i s , there has 
emerged on th'3 one side the art-historian-scholar, whose knowledge 
i s immense, comprising the t i n i e s t d e t a i l s of the biographi.es 
of individual pictures. The knowledge i s f a c t u a l and s p e c i f i c * 
On the other hand there is the a r t c r i t i c . 
The a r t c r i t i c i s also, by t r a i n i n g , an a r t h i s t o r i a n . 
Bat the function of the c r i t i c today i s to assess and judge 
contemporary productions, while the a r t h i s t o r i a n d e t a i l s the 
past. The a r t h i s t o r i a n and the c r i t i c could not. remain 
one and the same because of the challenge posed by the r e v o l u t i o n 
i n the content of a r t that took place i n the l a s t decades of the 
nineteenth! century and the f i r s t decades, of t h i s . 
Were the c r i t i c and the a r t h i s t o r i a n to have remained 
one, the judgements and ideology of the h i s t o r i a n would have 
beeHL called i n t o question by the f a l l i b i l i t y of his judgements 
on contemporary work as c r i t i c . The c r i t i c , therefore, has 
become a separate expert - an expert through his general knowledge 
of contemporary phenomena, aed through the t e c h n i c a l i t y of his 
language. The c r i t i c abandons judgements founded i n t r a d i t i o n , 
in. favour of an exclusiveness of dialogue through which he displays 
a a expertise others do not have.. 
Poymter's argument implies that the c r i t i c and the 
h i s t o r i a n should "be one;he was, perhaps f i g h t i n g i n the 1880 s 
a rear-guard action, and losing. Styles were already diverging 
i'rom the c l a s s i c a l t r a d i t i o n w i t h i n which and through which and 
as part of which the social relations of a r t had been constructed. 
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The Commission of Enquiry i n t o the Royal Academy; 186,3 
Having taken our examination of the state a r t schools 
and the associated fine a r t ideology i n t o the 1830s and the 
Directorship of the A r t Division of the Department of Science 
and A r t of E.J.Poynter, we s h a l l now tu r n t o the 1863 Commission 
of Enquiry i n t o the Royal Academy " i n r e l a t i o n to the Fine A r t s " . 
Here we s h a l l examine not so much the Royal Academy i t s e l f -
obviously the central subject of discussion i n the document -
but rather those statements r e l a t i n g t o a r t i n general, t o the 
state and a r t , and to the then practice of the state art/design 
schools i n t h e i r wider context. Through t h i s examination I 
s h a l l attempt t o establish a clearer picture of the relationship 
between the Royal Academy and the state, and of the relationship 
between the Academy and the state art/design system., 
The range of witnesses called before the 1863 enquiry 
make up am impressive l i s t of leading figures i n the a r t world 
at the time. The report i s not only s i g n i f i c a n t , therefore, i n 
being another i n d i c a t i o n of the intervention of the state i n 
matters of taste and a r t , but on account of the significance 
and experience of t t e witnesses. 
A central concern of the Commissioners was the r e l a t i o n 
of the Royal Academy to the nation as a whole, and the function 
of the Academy as a propagator of good taste . Thus, pursuing 
the subject of general education, Sir Charles. Lock Eastlake 
TOO 
(President of the Academy) \;as asked whether the Academy 
ever considered whether i t would be advisable to establish 
schools i n connection with the Academy throughout the country? 
(139) 
Eastlake thought t h i s not desirable: 
consideTing the f i e l d already occupied by the department 
of science and a r t i n connection witn the establishment at 
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South Kensington. 
And, upon i t being suggested that students of "considerable 
a b i l i t y " from the provinces might therefore lose out, Eastlake 
pointed out that not only was there an Academy i n Edimburgh, 
but that students of the Royal Academy were drawn from the whole 
country. The Academy was a central i n s t i t u t i o n f o r the best 
students, and Eastlake was able to say simply, "Tes", to the 
question: 
Do I r i g h t l y understand that your theory would be that 
the Royal Academy school should merely be a school f o r a 
superior class of a r t i s t s who have already passed through 
preparatory schools? (140) 
Eastlake therefore viewed the Academy as being not i n competition 
w i t h the state system, but, rather, superior to tha t 
system. 
Tfce question of what the fine a r t that concerned the 
Academy was, was touched on l a t e r i n Eastlake's witness, when 
a discussion developed concerning i n t e r i o r decoration: Eastlake 
was asked whether he did not think that 
i n most new private houses you see a better style of 
decoration introduced than was the case 10 or 15 years 
ago? 
Eastlake agreed with the question, but noted not only that the 
s i t u a t i o n varied over time, but added that 
i t i s a kind of decoration which does not come under the 
designation of fine a r t (141) 
He thus d i f f e r e n t i a t e s fine a r t from other ornamental/visual 
work, but, more importantly, separates the concerns of the Academy 
from those being pursued i n the state system, and by the South 
Kensington Museum. 
The witness of Richard Redgrave, R.A., i s of p a r t i c u l a r 
i n t e r e s t , he being not only a Royal Academician, but also the 
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"Inspector general of a r t schools, and referee i n a r t matters 
2/2 
generally" i n the state system. I t was Redgrave, as predecessor 
t o Poynter, who rebuked various masters of the state schools 
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f o r becoming too involved i n fine a r t and middle class wishes. 
At the time of his being a witness to the 1863 
Commission Redgrave had been connected with the South Kensington 
system, f o r f i f t e e n years, also having had experience of teaching 
i n the Royal Academy schools. On being asked to explain the 
difference between the Royal Academy and the state system he 
stated that: 
The Government schools are from the f i r s t more elementary 
than those of the Royal Academy; they begin from the 
e a r l i e s t point, teaching children indeed, i n parish schools. 
They are p r i n c i p a l l y occupied now i n t r a i n i n g art-teachers; 
and the teaching has an ornamental d i r e c t i o n . I should 
say that the teaching at South Kensington would p r i n c i p a l l y 
terminate where the Royal Academy would begin; that i s to 
say, that a f t e r having trained the student to a point at 
which he would be q u a l i f i e d t o enter the Royal Academy, 
from his having acquired a power of drawing, painting, or 
modelling, the i n s t r u c t i o n thus given i s quite i n an ornamental 
d i r e c t i o n , preparing designers f o r manufactures. (14-4-) 
The above is perhaps am over-neat d i s t i n c t i o n , coming from one 
who was both a Royal Academician and an inspector of the state 
system. The separation between the design side of the state 
system, and the fine a r t practices of the Academy, was, as we 
have seen, not so readily accepted by those working w i t h i n the 
state schools, nor easy to maintain i n terms of the d e f i n i t i o n s 
of a r t and design. Not did t h i s d i s t i n c t i o n between the state 
and Academy system operate neatly, of course, given the numbers 
of middle class female studeu'uS attending the state system. 
Redgrave, however, again emphasises the differences 
between the state system and the Academy, when asked i f i t would 
not be a good idea i f some of the prizes given by the Royal 
Academy were not also open to students of the state system: 
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We do not wish to make a r t i s t s of oar students* We wish 
them t o continue as teachers, or i n the practice of 
ornamental a r t , and i f you opened the higher prizes of the 
Academy, these higher prizes, which are f o r works of fine 
a r t , would lead our students to become a r t i s t s . (145) 
That the state student should be able to become ' a r t i s t ' was, 
of course, what Haydon had campaigned f o r , and what Ewart, as 
parliamentary advocate of a state system, had argued f o r . 
Notice, however, that i n Redgrave's statement the teacher of 
a r t and the practising a r t i s t are not, i n any sense, the same 
person. And, given that the two roles are seen as separate, 
i t i s possible to understand how Redgrave's analysis f i t s i n 
with Cole's u t i l i t a r i a n i s m , w i t h i n which a r t can be seen as 
a body of codified knowledge t o be taught - and i n Redgrave's 
case taught by one who is not necessarily a p r a c t i t i o n e r . 
The insistence on students not being a r t i s t s , and the 
denial that Academy prizes would be a good thing for state 
students, i s hard to explain unless we see Redgrave as e i t h e r 
speaking as a spokesman for the state system i n a s i t u a t i o n where 
he feels the need to j u s t i f y state expenditure i n p r a c t i c a l ( u t i l i t -
arian) terms, or as a Royal Academician not wishing to see a 
less exclusive system competing with the academy. I f the former 
i s the case, i t i s clear why the increasingly a r t orientated 
nature of the state system is not mentioned, and. why the important 
element of fee paying middle class students are l e f t out of his 
account. Administratively i t may have been that the middle 
class fee-paying students were considered to be only a marginal 
element i n the schools. 
However, having denied that the state system i s intended 
to produce a r t i s t s , Redgrave makes a l a t e r rather modest statement 
which l i t t l e conceals not only his pride in. the South Kensington 
(state) achievement, but implies that something more l i k e a r t i s t s 
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than, e a r l i e r stated were being produced: 
I should say that our system d i f f e r s from the system of 
the Royal Academy i n one thing, and that i s , the continual 
t e s t examinations. The students are from time to time 
brought up to examinations, which they cannot shirk, and 
which we f i n d that they mostly go through s a t i s f a c t o r i l y . 
We take our standard so accurately that they a l l come out 
wi t h something l i k e the same amount of t r a i n i n g . I do 
not mean t o say that we make geniuses, but we give them a 
thorough knowledge of the reading and w r i t i n g of a r t . (Li6) 
The purposes of Redgrave's d i s t i n c t i o n s between the t r a i n i n g of 
a r t i s t s , and the teaching of a r t , i s expressed most c l e a r l y i n 
a l a t e r statement, when, t a l k i n g of the state system, he declared 
th a t : 
Our functions are not to create a r t i s t s , but to educate 
the whole country as far as we can i n a r t , i n order t o 
cu l t i v a t e public taste and thus improve the national manu-
fac t u r e s . i ± W 7 ) 
I t may at f i r s t sight seem strange that he could publicly 
discuss the education of hundreds of students i n a r t , while a t 
the same time t a l k of witholding from these students being 
' a r t i s t s ' ; moreover, while witholding from these students 'being 
a r t i s t s ' he could nevertheless see t h i s as a way of educating 
public taste (and thus improving manufacture). Redgrave i s 
i n f a c t distinguishing between knowing about, pr a c t i s i n g , applying, 
and teaching a r t . I t can be seen that these sorts of d i s t i n c t i o n s 
are, i n f a c t , simply an extension of those divisions w i t h i n a r t 
and be twee mi a r t and not-art that were constructed through and 
as part of the Renaissance and post-Renaissance periods i n 
I t a l y and the res t of Europe. 
Moreoverj i t i s commonly accepted today that a student 
may read English l i t e r a t u r e at univ e r s i t y , and q u a l i f y as 
someone who 'knows about', but i s not necessarily able t o 
practise l i t e r a t u r e . I n the same sense a r t had become something 
i n which 'taste* could be divorced from p r a c t i c a l understanding, 
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arri teaching could be divorced from the a b i l i t y t o 'do*. 
I t i s s i g n i f i c a n t f o r our purposes, however, that a 
formula that linked a r t , taste, and manufactures, but which 
excluded the creation of ' a r t i s t s ' , was one that could be presented 
as acceptable i n terms of state provision i n the 1860's. 
Improving taste meant both improving manufactures and improving 
morals: t h i s was a legitimate concern of the stat e . For Redgrave 
the supposed r e l a t i o n between a r t , taste, and improved manufactures 
had am economic rationale, f o r the assisting of the national 
economy was a concern: of the state. Redgrave stresses the 
moral/behavioural aspect of taste less than, f o r example, 
Poynter. Thus,-when Redgrave w a s asked i f he did not think 
that the South Kensington system should not act as a preparatory 
system fo r the Academy, he replied emphasising what he saw as 
the d i s t i n c t i v e concern of the state: 
I do not know why the Government should pay f o r the t r a i n i n g 
of a r t i s t s i n any way. Our duties are to t r a i n men as 
a r t masters, and as designers for manufactures. We 
especially avoid t r a i n i n g a r t i s t s . Ue cannot prevent our 
students going i n t o the Academy, but i t i s not our business 
to t r a i n them f o r that purpose. (149) 
As we saw e a r l i e r , i t was non too easy to prevent 
people gaining an a r t education through the state system, 
especially given that c e r t a i n provincial schools saw themselves 
as'art schools, and given that the system was supported by 
fee-paying fine a r t students. Moreover, Henry Cole t a l k s , 
towards the close of his career, of the system as an 'art* 
system. Perhaps i t was not yet possible t o acknowledge pub l i c l y 
i n 1863 that the state was i n fact involved i n an a r t t r a i n i n g 
system that did t r a i n some a r t i s t s : as I indicated e a r l i e r , the 
middle classes only came over time to begin to use the state, 
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under the banner of 'national* provision, as a provider of 
services and f a c i l i t i e s for the middle classes. 
The Royal Academy as Social Control 
The recurrent concern of p o l i t i c a l and s o c i a l leaders 
w i t h the standard of taste and judgement, and how t h i s was t o 
be regulated or controlled, arose yet again when David Roberts, 
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R.A., was a witness before the 1863 Commissioners. Roberts 
was asked whether a body embracing the best 
sculptors, architects and painters, and also non professional 
members, might not be of use as a body of referees on 
questions of public monuments and improvements i n the metro-
polis and elsewhere i n the Kingdom. (151) 
I t i s the concept of 'referee* that i s here revealing* 
For urban, development, and multiple and competing a r c h i t e c t u r a l 
aia& aesthetic s t y l e s , were part of the f u l l effects of i n d u s t r i a l 
capitalism. Technology gave the a b i l i t y to b u i l d i n any fashioa;. 
imperial conquest gave a knowledge of a world-wide v a r i e t y of 
s t y l e s ; the r i s e of the middle classes, moreover, meant a much 
wider set of individuals creating and disputing the nature or 
content of taste and culture - t h i s 'wider set of individuals' 
being untrained i n the c u l t u r a l s t r i c t u r e s of the eighteenth 
century. 
Technology i t s e l f had made possible a new architecture 
of engineering i n steel and glass, as employed i n some railway 
stations, and, with gre t e f f e c t , i n the Great E x h i b i t i o n 
of 1851 i t s e l f . Moreover, beyond a l l these phenomena, and C'-b 
side the o r b i t of c i v i l i s e d c u l t u r a l considerations, were the 
packed back-to-back terraces of the i n d u s t r i a l working classes * 
I t i s i n t h i s context that a referee was seen as being 
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Necessary. I t was not a Regulator 1 or 'controller' that was 
required, f o r that would be the anti-thesis of bourgeois democracy, 
v i t h i a which i t was authoritative advice and a r b i t r a t i o n that 
was offered, or that, at least, was , o f f e r e d ' t o those of 
s u f f i c i e n t breeding t o accept and understand. 
David Roberts, as witness t o the enquiry, took t h e i r 
Lordships' view, and agreed that a competent body to which a l l 
public works and public monuments might be submitted was required* 
On being f u r t h e r pressed as to whether he did not think t h a t the 
Royal Academy (reconstituted to include not only the best 
sculptors, painters, and architects, but also the best non-
professional men - i . e . non-artists) might not f u l f i l l the 
role of referee, he argued that no body could be better than one 
including the leading men of the Royal Academy. However, he 
added; 
The only d i f f i c u l t y which weights with me i s non-professional 
gentlemom having to s i t i n judgement upon the works of 
painters sent i n f o r e x h i b i t i o n . With the exception of 
tha t , I am i n favour of your suggestion.. (152) 
The idea of excluding non-artists may seem not unreasonable 
i n terms of present day ideas about professional self-management 
and the competence of the expert. I t must be remembered, 
however that Roberts i s talking of an Academy which, while 
'private', i s said t o have an influence and importance and 
r e s p o n s i b i l i t y which i s 'national', and whose function the 
Commissioners had j u s t siiggested should be expanded to include 
being 'national' referee on public t a s t e . 
We are f a m i l i a r with the idea of the 'professional' 
i n the sense of doctors and lawyers, who operate w i t h i n am 
ideology of public duty and service, and who, because of t h e i r 
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•vocation' and expertise, are organised w i t h i n self-managing 
professional bodies: t h i s i s i n f a c t what was being suggested 
f o r the Academy by Roberts. The idea was never put i n t o e f f e c t 
i n that form, of course, but the p o s s i b i l i t y of i t s being discussed 
seriously, and that f a c t that the discussion took, the form of 
reference t o professional competence and exclusiveness, indicates 
something of the position of High Art w i t h i n a hierarchy of 
knowledge and professionalism. 
The professional may, w i t h every j u s t i f i c a t i o n , appeal 
t o the evidence of his own expertise as a defence against his 
being controlled by others that he d i s t r u s t s : t h i s i s a tendency 
observable i n many groups i n r e l a t i o n t o the e x i s t i n g state and 
forms of aut h o r i t y . But, the other side of such appeals t o 
professional expertise i s 'non-professional non-expertise'; 
th a t i s , professionalism implies the i n a b i l i t y of others t o judge 
and decide upon those issues claimed as the d i s t i n c t i v e f i e l d 
of the professional. Thus the social l i m i t a t i o n of 
knowledge i s implied. 
During the witness of Alexr.J.B.Beresford Hope.B.A., 
F.S'.Ao, M.P., the theme of a cent r a l regulating body, and who 
15/ 
should c o n t r o l such a body, was raised yet again. Hope + 
was a. p o l i t i c i a n and author, Tory M.P. for Maidstone between. 
18/a and 1852, and 1852 and 1859. Between 1865 and 1868 
he was M.P. f o r Stoke, and for Cambridge University from 1868 
to 1887. He inherited Lord B> Tesford's English estates i n 
1354.; he was founder of a missionary college at Canterbury, 
and " b u i l t " A l l Saints Church, Margaret Street, London. I n 
1855 h9 established the Saturday Review with H.D.Cook as e d i t o r ; 
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he uas President of the I n s t i t u t e of Architects between 1865 
and 1867, and was a Trustee of the B r i t i s h Museum and the National 
P o r t r a i t Gallery. His publications included •Hymns of the Church 
L i t e r a l l y Translated* (1844-), and 'The English Cathedral i n the 
Nineteenth Century' s as well as two novels. 
These notes form both a background t o his witness, 
and a context w i t h i n which to locate his statements. Hope 
i s j u s t one of numerous nineteenth century back-bench M.P. s 
who, through a long parliamentary career, had considerable 
e f f e c t and influence i n the construction of the nineteenth 
century state, through pursuing a v a r i e t y of concerns consistently 
over many years, both inside and outside parliament. 
Hope was of the opinion that the a r t movements of 
15* 
recent years d i d require "some ce n t r a l regulating influence", 
but he was highly antagonistic to "a strong movement going on" 
the e f f e c t of which 
would be t o place the central regulating influence under 
the d i r e c t and unchecked cont r o l of the Government, and make 
i n f a c t a simple department of the State. (156) 
Hope considered that such a development would be; 
very dangerous indeed i n i t s influence. (157) 
Continuing, he expressed that combination of mistrust f o r the 
state w i t h recognition of i t s necessity and usefulness, which 
i s a f a m i l i a r ingredient of nineteenth and twentieth century 
discussions of the state i n r e l a t i o n to a r t and culture (as 
also i n many other f i e l d s ) . Thus he stated t h a t : 
While i t i s well that whatever Government attempts on 
behalf of a r t should be more systematically and better 
regulated than at present, i t would be f a t a l i f t h i s were 
to lead to free opinion and free work being subordinated 
to bureaucratic authority. 
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Rope, therefore, sees the s t a t e as a very problematic phenomenon: 
He makes clear that recurrent f e a r that the bourgeois s t a t e ' 
could somehow t u r n on the bourgeoisie and corrupt bourgeois 
Values and freedoms - a fear of t h e i r own frankenstein. 
This combination of f e a r of the state and recognition 
of i t s necessity i s a r e f l e c t i o n of the struggles going on among 
the upper classes, and between the upper classes and new r i s i n g 
classeso. The struggles were (and are) about the nature of the 
power to he exercised, and the way that that power was to be 
directed, constructed, and perceived. The struggles among the 
Upper classes can be seen as struggles over how t o supress 
some alternatives, and promote/provide others, and over how t o 
d i v e r t revolutionary potentials i n t o reformist channels. 
Part of t h i s struggle i s a struggle between the options of moral 
leadership (we might c a l l t h i s a form of ideological domination) 
and the options of d i r e c t state control through state departments, 
l e g i s l a t i o n , physical force, and so f o r t h . I n the 1960's 
and 1970's such struggles over the state and state policy can 
be seen manifested on the gross l e v e l i n the alternatives of 
either 'nationalising' the working class ( I n d u s t r i a l Relations 
l e g i s l a t i o n ) and 'nationalising' industry and investment (National 
Enterprise Board, etc. ), or, the moralising involved i n concepts 
—of- 'freedom and r e s p o n s i b i l i t y ' , 'national i n t e r e s t ' and 'social 
contract'• 
I n the f i e l d of a r t and culture in.the nineteenth 
century we have already seen that the Royal Academy was seen as 
providing a form of 'moral' leadership/control,, while the state 
had intervened d i r e c t l y i n the promotion of technical t r a i n i n g 
and taste among the ar t i s a n class, and i n r e l a t i o n t o fine a r t f o r 
the middle and lower middle classes. 
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Beresford Hope expressed a cent r a l tenet of bourgeois 
democracy when he gave his opinion to the Commission, saying 
t h a t ; 
Self-elected corporations keeping the administration i n 
check i s of the genius of the English c o n s t i t u t i o n . (159) 
Beresford Hope is thus d i f f e r e n t from William Ewart, M.P.,. who 
argued f o r more d i r e c t state intervention. The consequences 
of both men's arguments, however, would have been similar i n 
r e l a t i o n t o the 'public' or the working classes: i n both cases 
ways were being sought to channel, control and guide action 
through the l i m i t a t i o n of c e r t a i n p o s s i b i l i t i e s , and the opening 
up of others. 
The specific meaning of Beresford Hope's position i s 
made clear when he stated that regulation i n a r t and culture 
should be carried out by 
Some body that should be elected by the a r t i s t s and 
lovers of a r t , and which should be independent of the changes 
of administration and p o l i t i c a l under-currents. (160) 
Such a body, however, should be able to u t i l i s e state power: 
there ought t o be a department of the State, which should 
combine the a r t i s t i c half of the Vice-President of the 
Committee of Council on Education, and the a r t i s t i c h a l f of 
the Board of Public Works. There should be, i n short, 
a Minister of Arts and Works; ( l 6 l ) 
The Minister, however, would not be free t o do as he pleased; 
when t h i s Department of Arts and Works has been created 
we s h a l l then want t o keep the new minister i n check by a 
central regulating body "for the various a r t movements of 
the country, which should be independent of the Government 
of the day. This c e n t r a l body I should look f o r i n the 
Royal Academy, changed and strengthened. 
This is a subtle arrangement, and worth looking a t 
closely, f o r these statements embody what I am almost tempted 
to c a l l the 'essence' of bourgeois democracy, especially i n 
r e l a t i o n t o culture and the a r t s . And, l e s t i t be tempting to 
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dismiss Beresford Hops and his arguments as being merely of the 
nineteenth century, and peculiar t o one back-bench Tory M.P., 
may I remind the reader that Beresford Hope has given aa almost 
perfect account of the ideology and arrangement through which 
the 'independent* Arts Council, and the 'government' minister 
for the a r t s , operate together i n the 1970's. 
Beresford Hope i s arguing that the ar t s must be 
independent. I n f a c t we quoted him as saying e a r l i e r t h a t i t 
would be " f a t a l " i f the state were to d i r e c t policy. 'Independence' 
however, means that the most respectable and exclusive body i n 
the f i e l d of the arts (The Royal Academy) s h a l l be strengthened 
and given greater influence. Being 'self-elected' and composed 
of professional a r t i s t s and 'experts' the Academy so constituted 
would have a l l the appearances of a democratic meritocracy. 
I t would be the Academy as we have described i t so f a r , but wi t h 
a l i t t l e mere added i n terms of i t s 'national' and 'public' role 
as a regulator of taste. 
And Hope i s very keen that there s h a l l be such a 
•regulator 1: there must be order, which, i n e f f e c t , means there 
must be order as defined by p a r t i c u l a r sections of the r u l i n g 
classes. 
A 'laissez-faire' system, incorporating the ideological 
and social power of a respected body (The Academy) i s not, however, 
s u f f i c i e n t . Beresford Hope also wants the l e g i s l a t i v e and active 
power of the state, as embodied i n a minister, so t h a t , where 
the 'subtle' control of the strengthened Academy f a i l s , the state 
may intervene. 
We noted e a r l i e r that the state cannot be seen simply 
as a limited' set of persons holding o f f i c i a l positions w i t h i n 
221 
a ' s t a t e ' organisat ion. Beresford Hope's discussion i l l u s t r a t e s 
again uhat i t means to include i n discussions of the state bodies 
tha t are no t i ona l l y 'independent' or p r i v a t e . Pol icy making, 
public propaganda, and a range of a c t i v i t i e s are embodied i n 
Hope's conception of an extended Academy: behind t h i s Academy, 
however, l i e s the f u l l power of the s t a t e . A state which he 
would presumably hope w i l l need to intervene as l i t t l e as possible 
i n a d i r ec t sense, but which i s there as a th rea t , as a way of 
channell ing resources, and as a way of d e f i n i n g and guarding 
the boundaries as to what sha l l and s h a l l not be possible. 
I n the context of another discussion w i t h the Commassioners 
Hope i s i n f a c t reveal ing of the ways i n which the r u l i n g class 
and/or the state cam e f f e c t t h i s opening up of ce r t a in p o s s i b i l i t i e s , 
and l i m i t a t i o n of others, so as t o c o n t r o l and define spec i f i c 
areas of soc ia l l i f e . The discussions I r e f e r t o occur when 
Hope indicated tha t he resented the accepted hierarchy of the a r t s , 
w i t h i n which paint ing was considered to be the highest branch* 
He wished t o 
allov; sculpture and archi tecture t o have a greater amount 
of representat ion. (164.) 
For, as an a rch i t ec t , Hope was sensi t ive to the va r i e ty of 
i n d u s t r i a l c r a f t s which play a part i n b u i l d i n g and manufacture.. 
Re therefore wanted t o 
admit various branches of a r t which are not s t r i c t l y pa in t ing , 
or sculpture, or a rchi tec ture , such as enamelling, the 
ceramic a r t , metal chasing, wood-carving, and many things of 
that sor t which have excited a great deal of public a t t e n t i o n , 
which have beea the spec ia l i t y of the three great i n t e rna t i ona l 
exhib i t ions of the l a s t 11 years, and which are every day 
more and more claiming to be recognised as a r t and not 
merely manufactures. 
Hope wanted to see these a c t i v i t i e s brought w i t h i n the scope of 
the Royal Academy. Already these a c t i v i t i e s were w i t h i n the scope 
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of the state system; Hopes was proposing, therefore, , that 
l r t add i t i on they be stamped w i t h the seal of approval of the 
Royal Academy. 
The workmen to be brought w i t h i n the o r b i t of a r t 
were a very spec i f i c group; 
i t i s very worthy of notice that a class of subordinate 
a r t i s t s i s gradually r i s i n g from the class of superior 
workmen. Men who were mere workmen, a few years ago are 
ge t t ing more and more a r t i s t i c w i t h the growth of public 
t a s t e . (165) 
Hope suggested t o the enquiry tha t a t h i r d class within , the Royal 
Academy should be created, below the classes of Royal Academicians 
and Associates. This t h i r d class should be the aforementioned 
workmen*. Perhaps, he argued, prizes or c e r t i f i c a t e s or degrees 
or diplomas should be given to them. He wanted t h e i r work t o 
be recognised, and argued, that i f such work was recognised, 
the spec i f ied workmen would no longer be s a t i s f i e d w i t h tu rn ing 
out smooth mediocr i ty . 
S i r E . Head, i n a question to Beresford Hope, summed 
up precisely why Hope considered that t h i s pa r t i cu la r class of 
workmen should he recognised as a r t i s t s : 
I f I apprehend your object r i g h t l y i t i s that the Royal 
Academy should take hold of the element of a r t which 
exis ts i n these handic r a f t s rae n , and by taking notice of 
t ha t , and stamping i t wi th approbation, they should encourage 
the growth of that element i n other handicraftsmen? (166) 
This i s exact ly what Hope meant (as he agreed). S k i l l e d workme.n 
would become t h i r d class Academicians - thus above t h e i r own 
class, but below r ea l a r t i s t s . "Stamping i t w i t h approbation", 
and to "take hold of that element of a r t " , and, by " t ak ing notice . . 
• . they should encourage" - these are the t ac t i c s whereby 
the a c t i v i t y was to be defined and channelled. Through the 
simple device of diplomas, recogni t ion and pr izes , the r u l i n g 
classes would transform ce r t a in forms of manufacture i n t o 
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a sub-class of a r t , thus making less possible other developments. 
I n e f f e c t , therefore , Hope i s saying t ha t wherever 
there i s evidence of c r e a t i v i t y and s k i l l i n ordinary work, 
t h i s work should be abstracted from general work, and ca l l ed 
t h i r d class a r t ; tha t i n i t s e l f is to form, a d i v i s i o n between 
the a r t aspect of such manufactures, and the f u n c t i o n a l aspect. 
A r t becomes a self-conscious extra - something unusual,. Qual i ty 
and c r e a t i v i t y are therefore not to be seen as normal i n 
manufacture. 
These ideas of Hope were not put i n to practise i n 
the nineteenth century i n that form. The Royal Academy 
d i d not become the umbrella organisation he argued f o r . Rather 
i t was through the concept of 'designer' tha t h is conception 
was t o take on a soc ia l r e a l i t y . Beresford Hope wanted to 
c a l l his t h i r d class Academicians "working a r t i s t s " ; t h i s 
i s i n f a c t what designers were becoming. A designer was becoming 
the person who ' a r t i s t i c a l l y conceptualised, while others manu-
fac tu red : the ' a r t ' was thus separated from the 'making ' . 
But i t was the state that was i n i t i a t i n g and developing t h i s 
ro l e of 'sub—artist' and that was to develop the o r i g i n a l f unc t i on 
of the Royal Society o f . A r t s ^ ^ as a giver of pr izes , diplomas 
and awards to selected classes of s k i l l e d workmen. 
I t was i n the 20th century, moreover, "that Hope's 
conception was to be developed through the Design Counci l , as 
the t h i r d of the three state agencies covering A r t s , Design and 
C r a f t s , the Design Council f u l l y embracing and promoting the idea 
of the "working a r t i s t " i n the role of "designer". 
The Commissioners on the 1863 enquiry co l lec ted a 
gre^t deal of evidence from a v a r i e t y of persons, but the ac tua l 
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repor t they submitted i s disappointing i n being both, uncommitted, 
and mentioning hardly anything of that said, discussed or commented 
upon by most witnesses. Beresford Hope i s therefore a remarkable 
exception to th i s when his ideas are s p e c i f i c a l l y discussed, 
and he i s mentioned by name i n a laudatory manner. This may 
indicate the extent to which his thoughts were i n tune w i t h those 
of the Commissioners. The reference to Hope i s as f o l l o w s : 
We also recognise great value i n the suggestion f i r s t made 
t o us i n the evidence of Mr A.J.Beresford Hope, tha t there 
should be a class of Art-Workmen connected w i t h the Royal 
Academy. Looking to the intimate connexion between the 
Fine Arts and those of a more mechanical character, and 
the gre:>t importance of extending the influence of the former 
over the l a t t e r , we th ink tha t workmen of great excellence 
i n metal, stone, wood, and other materials might be 
properly d i s t i ngu i shed by some medal or c e r t i f i c a t e of 
honour conferred by the Royal Academy, and i n c e r t a i n 
special cases, become members of the Academy at least 
as Associates; each of those art-workmen might properly 
receive a bronze medal, and the appel la t ion of 'Royal 
Academy Medal i s t . ' (168) 
Industry and A r t : Culture and Industry? Taste and Mora l i ty 
By examining now, on a more general l e v e l , the nature 
of mid-nineteenth century discussions of indus t ry , cu l t u r e , 
a r t and tas te , we sha l l move towards an examination of the Great 
E x h i b i t i o n of 1851, f o r that e x h i b i t i o n was a c r u c i a l moment 
i n consolidating the campaign f o r b r i n g i n g together a r t and 
indus t ry , and i n consolidating tha t movement which tended towards 
the creat ion of designed ' a r t goods'. 
There are many strands and va r i e t i e s of thought 
recur r ing throughout nineteenth century discussions of a r t , 
design, cu l tu re , and indus t ry : furthermore, attempts to put 
conceptions i n to practice are var ious . Running r i g h t through 
the nineteenth century, f o r instance, thr re are forms of 'romantic 
reac t ion against i n d u s t r i a l i s a t i o n . Certain romantic reactions 
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deplored i n d u s t r i a l i s a t i o n ou t r i gh t , attempting to b e l i t t l e and 
condemn i t : there i s a second form, however, which accepted 
i n d u s t r i a l i s a t i o n , attempting or wishing to humanise i t , or b r ing 
i t i n t o the service of a wider p u b l i c . Wi l l iam Mor r i s ' s 
thought is an example of one extreme of t h i s v a r i e t y , his ' romantic ' 
reac t ion being constructed i n t o what was also a very clear 
s o c i a l i s t c r i t i q u e of cap i t a l i sm. 
A second broad strand of thought i s tha t r e l a t i n g t o 
those campaigners who wished to advance commercial purposes, 
p a r t i c u l a r l y i n competition w i t h French industry , through the 
u n i t i n g of industry and a r t . 
A t h i r d form of thought evident i n discussions of a r t 
i s t ha t w i t h i n which the spreading of a r t i s t i c standards, and 
the e leva t ion of tas te , i 3 seen as being also the r a i s i n g of 
morals: a r t would humanise people barbarised by the i n d u s t r i a l 
r evo lu t io ru 
None of these forms of thought/argument existed i n 
i s o l a t i o n : the ideologies were i n t e r - l i n k e d , the most obvious 
linkage being tha t perceived as e x i s t i n g between the r a i s i n g 
of taste and the incu lca t ion of correct moral i ty and the r a i s i n g 
of the standards of i n d u s t r i a l production (hence greater commercial 
success). The very personnel who engaged i n these debates 
are not separable out i n to spec i f i c groupings. We have seen, 
f o r instance, that Wil l iam Ewart and Beresford Hope both advocated 
d i f f e r e n t pol ic ies i n the ar ts v i s a v i s the s ta te , but tha t both 
forms of argument tended towards s imi la r e f f e c t s and purposes.. 
Even the same person w i l l exh ib i t d i f f e r e n t aspects of d i f f e r e n t 
arguments depending on the s i t u a t i o n and/or the point i n his 
l i f e o 
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The p h i l i s t i n e - the person who considers a r t a 
luxury , or an i r re levancy, or a purely personal matter not of 
•publ ic ' concern - must never be fo rgo t t en i n these discussions* 
Such a person does not wr i te i n a r t magazines, make frequent 
speeches about a r t , or appear r egu la r ly before Royal Commissions 
or Select Committees enquiring i n to a r t . But he i s always 
present, and his presence i s p a r t i c u l a r l y important i n parliament. 
State ac t ion is not the r e su l t of one group taking an i n i a t i v e ; 
i t is rather the r e s u l t of that i n i a t i v e as received by, debated 
by, modif ied, ammended and/or re jec ted by, a whole series of 
other gr oups. 
A supreme example of what we have ca l led the ' romantic ' 
form of thought i n r e l a t i o n to i n d u s t r i a l i s a t i o n and a r t i s 
o f fe red by Msthew Arnold . Wri t ing i n 1869 he argued tha t ; 
I f Cul ture , then, i s a study of pe r fec t ion , and of harmonious 
pe r fec t ion , general per fec t ion , and per fec t ion which consists 
i n becoming something rather than i n having something, 
in an inward condi t ion of the mind and s p i r i t , not i n an 
outward set of circumstances, - i t i s clear that cu l tu re , 
instead of being the f r i vo lous and useless th ing which 
Mr Br igh t and Mr Frederic Harrison, and many other L ibe ra l s , 
are apt to c a l l i t , has a very important f unc t i on to f u l f i l 
f o r mankind. And th i s f unc t i on i s p a r t i c u l a r l y important i n 
our modern w o r l d , of which the whole c i v i l i s a t i o n i s , 
t o a much greater degree than the c i v i l i s a t i o n of Greece 
and Rome, mechanical and external , and tends constantly 
t o become more so. But above a l l i n our own country has 
cul ture a weighty part to perform because here tha t 
mechanical character, which c i v i l i s a t i o n tends to take 
everywhere, i s i n the most imminent degree.(169) 
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For Mathew Arnold therefore , i n d u s t r i a l i s a t i o n i s the c r i s i s 
that makes more cul ture necessary. This i s a var ian t of an 
argument we w i l l be f a m i l i a r w i th from more recent times, as 
i n , f o r instance, the Second World War when the 'Committee f o r 
the Encouragement of Music and A r t ' was set up as a morale booster. 
Recent statements by Norman St John Stevas, M.P., and Shadow 
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Min i s t e r f o r the A r t s , i n which he advocated greater spending cut 
a r t and cul ture i n the context of economic recession, and decline 
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are also of t h i s type . Mathew Arnold, those involved 
i n se t t ing up C.E.M.A.» and Norman. St John Stevas, are a l l _ seeing 
' a r t ' as, i n some way, an antl-dote to a catastrophe, and something 
which u p l i f t s and f o r t i f i e s i n times of c r i s i s - whether t h i s 
c r i s i s be i n d u s t r i a l i s a t i o n , a major war, or an economic recession. 
For Mathew Arnold, however, the argument goes much 
f u r t h e r : he observes f i r s t tha t 
Everyone must have observed the strange language current 
during the la te discussions as to the possible f a i l u r e of 
our supplies of coa l . Our coal , thousands of people were 
saying, i s the r ea l basis of our na t iona l greatness; i f 
our coal runs short , there i s an end to the greatness of 
Englandc (172) 
Such an argument,, Arnold states, cannot be t rue , f o r 
Greatness i s a s p i r i t u a l condi t ion worthy t o excite love , 
in te res t and admirat ion. 
And i t therefore fo l lows tha t ; 
I f England were swallowed up by the sea tomorrow, which of 
the two a hundred years hence, would most exci te the love , 
i n t e res t , and admiration of mankind, - would most, therefore , 
show the evidence of having possessed greatness - the Englasi 
of the l a s t twenty years, or the England of El izabeth , of 
a time of splendid s p i r i t u a l e f f o r t , but when our coa l , and 
our i n d u s t r i a l operations depending on coal were very l i t t l e : 
developed. (1731 
Mathew Arnold i s , of course, quite correct i n his 
implied answer tha t Elizabethan cul ture i s more valued, i n 
bourgeois terms, than coal , or the thousands who have~died f o r 
c o a l . This i s s t r i c t l y according t o a scale of values s t i l l 
operating. Few ch i ld ren leaving school today, f o r instance, 
would know more about coal and the struggle f o r coa l , and the 
cen t r a l part played by coal i n the i n d u s t r i a l r evo lu t ion , than 
they do about some vague not ion of Elizabethan cul ture through 
at least the name and reputat ion of Shakespeare. Within 
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education, the name of Shakespeare towers g i g a n t i c a l l y over 
a l l else as an. Engl ish achievement, whereas the i n d u s t r i a l 
r evo lu t ion , what i t was and what i t achieved, i s not only o f t e n 
secondary, but i s merely something that 'happened1 t o happen 
f i r s t i n the B r i t i s h I s l e s . 1 7 ^ 
Mathew Arnold placed a r t and cul ture f a r above indust ry ; 
a more powerful i n t e l l e c t u a l campaign i n the nineteenth 
century was that w i t h i n which a un i t i ng of a r t and manufacture 
was sought. A l i m i t e d number of journals r e f l ec t ed and catered 
f o r t h i s l i n e of thought. The most important of these was the 
' A r t Union ' , which was f i r s t published i n 1839, and was dedicated 
i n the 184.0's to Prince A l b e r t , the then President of the 
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Commission on Fine A r t s . The magazine pursued the union of 
a r t and indus t ry , and was the only major publ ica t ion concerning 
i t s e l f wi th the two together, rather than wi th only a r t , or only 
industry and i n d u s t r i a l design. The t i t l e was l a t e r changed, 
however, t o the ' A r t J o u r n a l ' . A lesser competitor was the 
' Journal of Design and Manufactures', published between 1849 
and 1852, t h i s being the magazine edited by Henry Cole. 
The ' A r t Union ' , having a sale of 1,000 on i t s f i r s t 
issue, had reached 7 S000 i n 184.6, and 15,000 i n 1847 - a considerabl 
sale f o r such a magazine. 
As a magazine committed to the union, of art-and indus t ry , 
i t i s p a r t i c u l a r l y v/orth l ook ing a t , f o r i t i l l u s t r a t e s the terms 
upon which such a union could b« proposed; we s h a l l see tha t the 
magazine operated w i t h i n the ideology and d e f i n i t i o n s of a r t , 
work and manufactures that i s being examined in. t h i s thesis* 
For instance, when i t was argued i n the magazine tha t ; 
There i s , then, nothing derogatory to the highest .Art i n 
lending i t s aid to decorate objects of u t i l i t y (176) 
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The statement can. he seen as implying tha t very d i v i s i o n of labour 
we have been discussing. "Ar t " s h a l l lend i t s a i d t o "decorate": 
i t sha l l not be ' j & r t o f . The statement i s , moreover, h igh ly 
defensive f o r a magazine wi th i t s object ives : thus "There i s , 
then, nothing derogatory" implies tha t there might be - i t might 
be thought tha t some people (Mathew Arnold?) would t h i n k tha t 
industry cam do nothing but harm a r t . 
Further on the sense i n which a r t i s external t o 
manufacture i s again emphasised; 
Let us not be misunderstood; we do not wish a r t i s t s to 
become the servants of manufacturers; we do wish them to 
become t h e i r f r iends and a l l i e s ; (177) 
Not simply " f r iends and a l l i e s " , however, but " f r i ends and a l l i e s " 
i n e f f e c t i n g the moral purpose of a r t : f o r the manufacturer 
and a r t i s t are t o be 
partners i n educating the people; i n improving the tastes 
and conseqtiently, the morals of the community; I n developing 
the i n t e l l e c t u a l strength and the i n t e l l e c t u a l resources 
of the United Empire. (178) 
The moral purposes of a r t , w i t h i n the terms of the r u l i n g classes,, 
could not be more succinct ly put . But note f u r t h e r , tha t not 
only i s the a r t i s t external to production, but he i s f r i e n d and 
a l l y of the i n d u s t r i a l i s t ; he and the i n d u s t r i a l i s t together 
w i l l educate the people. This i s a very elevated conception 
of the a r t i s t : - what other f i gu re i n i n d u s t r i a l production could 
i n such terms be ca l led i n to par t ic ipa te as an equal? 
The ' A r t Union' magazine was not always so d i s t an t 
from the r e a l i t i e s of nineteenth century i n d u s t r i a l production. 
I t was f u l l y aware, f o r instance, of what mechanisation had 
made possible; 
a great but s i l e n t r evo lu t ion has been taking place i n the 
production and reproduction of works of a r t f o r more than 
a century. The whole tendency of modern invent ion i s to 
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f a c i l i t a t e the m u l t i p l i c a t i o n of copies, and to perfect 
accuracy i n copying. (179) 
Despite the r e a l i s a t i o n of these p o s s i b i l i t i e s , however, the 
conception of how the a r t i s t relates t o manufacture remains 
t o t a l l y one-sided; 
The a r t i s t o f f e r s to the Manufacturer the conception which 
i s sure t o command the homage of the publ ic ; the manufacturer 
enables the a r t i s t t o give his conceptions not merely a 
l o c a l habituation, i n mater ia l r e a l i t y , but an existence 
which admits of i t s bsing known, appreciated, admired and 
applauded. (180) 
Note here tha t the "conception" i s separate from the manufacture; 
the mental i s separated from the manual. Moreover, rather than 
the " m u l t i p l i c a t i o n of copies" a l t e r i n g the soc ia l existence 
of a r t , the e f f e c t i s seen as being simply t o extend an e x i s t i n g 
r e l a t i o n . I n other words, a necessarily l i m i t e d number of a r t i s t s 
s h a l l merely widen, t h e i r audiences through u t i l i s i n g the p o s s i b i l i t i e s 
of mass manufacture. The a r t i s t remains a f igure who i s both 
rare and apar t : he neither enters i n t o nor a f f e c t s the process 
of production. 
While the A r t Union magazine i s aware of what mass 
production makes possible, i t i s also, however, f u l l y i n accord 
w i t h a way of th ink ing which has denied the impl icat ions of mass 
production t o such an extent tha t the uniqueness and specialness 
of the ' o r i g i n a l ' has become cen t ra l to the soc ia l existence of 
a r t . The concept of the o r i g i n a l work of a r t (an o r i g i n a l 
which may be i d e n t i c a l to mul t ip le copies) i s a not ion which 
has developed only as mass production has destroyed the basis 
f o r that uniqueness. That i s , as technology has provided new 
p o s s i b i l i t i e s , the concept and ideology of the unique o r i g i n a l 
lias been constructed, preserving the exclusiveness of a r t . 
The ' A r t Union 1 magazine, f o r instance, reassured i t s 'noble and 
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wealthy' readers I n the fo l lowing manner; 
The m u l t i p l i c a t i o n of the copies of a work of A r t i s an 
extension of the fame of the a r t i s t s , from the applause of 
some score of amateurs to the honest appreciat ion of some 
thousands and perhaps mi l l ions of his countrymen. While 
the noble and Wealthy possess the splendid o r i g i n a l i n 
marble, alabaster or bronze, the value of tha t o r i g i n a l i s 
not deter iorated to the possessor by the m u l t i p l i c a t i o n of 
s tatuet te copies; while the fame of the a r t i s t i s i n f i n i t e l y 
extended, and his share i n the education of his countrymen 
propor t iona l ly increased.(181) 
The " o r i g i n a l " i n the above has been transformed from a ma te r i a l l y 
unique ' t h i n g ' w i t h a content and/or message, t o a commodity 
which i s possessed; as John Berger puts i t ; 
the uniqueness of the o r i g i n a l now l i e s i n i t being the 
o r i g i n a l of a reproduction. I t i s no longer what i t s 
image shows tha t s t r ikes one as unique; i t s f i r s t meaning 
i s no longer t o be found i n what i t says, but i n what i t i s . 
(182) 
Technology, the Reproduction, and the Or ig ina l 
The point Berger makes i n the above quotat ion i s 
cen t ra l to any understanding of the soc ia l existence of a r t 
today. On the i n t e l l e c t u a l l e v e l the point i s f a i r l y s t ra ight forward 
and easy t o grasp: I doubt i f i t i s as easy to understand on 
a personal l e v e l . For example, while accepting the foundations 
f o r and implicat ions of what Berger i s saying, would we be 
e n t i r e l y happy i f , on v i s i t i n g the National Gallery, we were 
t o l d that a l l the works on the walls were i n f a c t reproductions 
of the normal c o l l e c t i o n , which was away on loan? With modern 
technology t h i s could be done: the ent i re c o l l e c t i o n of the 
Tate Gallery could be reproduced, and the or ig ina l s sold so 
as t o provide the finance f o r extending and enlarging the g a l l e r y . 
The images on the walls would be i d e n t i c a l ; the appearance 
i d e n t i c a l . What would have gone? 
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I t would be possible f o r contemporary a r t i s t s to issue 
unl imi ted edi t ions of p r i n t s , or reproductions of paint ings, 
on the same basis as the Long Playing Record. Such work could 
be priced at a few pounds only, and be both eas i ly available 
and provide an adequate l i v i n g f o r the producer. I suspect, 
however, tha t were t h i s to happen, the ' o r i g i n a l ' would s t i l l , 
before long, t u r n up a t Sotheby's or C h r i s t i e ' s , and would s e l l 
18"-! 
a t f i f t y pounds, or f i v e hundred pounds, rather than f i v e . 
I n d u s t r i a l i s a t i o n , therefore , has opened up new 
p o s s i b i l i t i e s : i t has al tered the p o s s i b i l i t y of a r t , and has 
transformed the soc ia l existence of the o r i g i n a l . The implicat ions 
of these changes remain, however, s o c i a l l y unrealised. Something 
of th i s i s expressed i n the name of a shop i n the 'But ts Shopping 
Centre ' , Reading; the shop se l l s h igh q u a l i t y p r i n t reproductions 
and ar t -posters , and the name of the shop i s , "But i s i t Art?" 
Berger argued above that the meaning of the o r i g i n a l 
now l i e s not i n what i t says, but i n what i t i s ; he asks f u r t h e r 
how the unique existence of the o r i g i n a l work i s evaluated and 
defined i n our cu l tu re , and argues t ha t : 
I t i s defined as an object whose value depends upon i t s 
r a r i t y . This value i s af f i rmed and gauged by the price 
i t fetches on the market. But because i t i s nevertheless 
'a work of art* - and a r t i s thought to be greater than 
commerce - i t s market price i s said to be a r e f l e c t i o n of i t s 
s p i r i t u a l value. (184.) 
There i s much more to be said on t h i s subject , and I 
w i l l be examining the a r t market i t s e l f i n chapter s i x . The 
cctruradiction between what ' technology makes possible, and what, 
i n our cu l tu re , i s said about the o r i g i n a l (the 'saying about 1 
being part of the ways of ac t ing , t r e a t i n g , va lu ing , s e l l i n g , 
e tce tera) , i s fundamental to the socia l existence of a r t today. 
I t was i n the nineteenth century, however, tha t the impl icat ions 
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of reproduction and the new technology f i r s t became v i s i b l e , and 
i t i s i n the context of these developments tha t we oust s i tuate 
the discussions exemplif ied by the A r t Union Magazine, and the 
debate and energy associated w i t h the Great E x h i b i t i o n of 
1851. 
The Great E x h i b i t i o n of the Vforks of Industry of a l l Nations 
The Great E x h i b i t i o n of 1851 was not unique i n type, 
but i t was unique i n scale.. As ear ly as 1761 the Royal Society 
of Arts (then without the p r e f i x , 'Royal*), had held exhibi t ions 
of a g r i c u l t u r a l and other machinery, w i t h prizes o f f e red f o r the 
best work. Since that date the promotion of i n d u s t r i a l design, 
technique and invent ion had continued to be a major concern of 
the society . Thus, i n the decade p r io r to the e x h i b i t i o n of 
1851, small exhib i t ions of works of a r t and mechanical invention. 
had been held , as i n 1844 a n d 1845. These were not of themselves 
of great importance, except i n so f a r as they were par t of the 
movement towards the Great E x h i b i t i o n i t s e l f . " : The Prince 
Consort had been elected Fresident of the Society i n 18/,3, 
and he was a leading f igu re i n the general campaign f o r i n d u s t r i a l 
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design and a r t manufactures both w i t h i a and outside the Society. 
Under his leadership the Council of the Society of Ar ts had 
decided to o f f e r prizes f o r "use fu l objects calculated to improve 
187 
general taste", and. a number of such prizes were o f fe red i n 
1846. The resul ts were, on ti.te whole, d isappoint ing, except 
f o r a tea service designed by Henry Cole under his pseudonym 
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of Fe l ix Summerly, and manufactured by Messrs. Minton. 
An e x h i b i t i o n held by the Society of Arts i n 1847 
on i t s own premises again looked as i f i t might be unsuccessful. 
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The e x h i b i t i o n was of "select specimens of B r i t i s h manufactures and 
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Decorative Ar t" and was saved by the energy of Henry Cole, 
among others, who 
drove about London i n four-wheel cabs urging manufacturers 
and shopkeepers to send s u f f i c i e n t goods to f i l l the room. 
(190) 
At i t s close the 1847 e x h i b i t i o n had been v i s i t e d by 20,000 
people. A f u r t h e r e x h i b i t i o n i n 184-8 a t t rac ted 75,000, 
ami one held i n 1849 was too large f o r the Society 's own premises. 
The idea of the Great E x h i b i t i o n of 1851 i s var ious ly 
a t t r i bu t ed to Henry Cole, Mr Scott Russell (both members of the 
Council of the Society of A r t s ) , and Prince A l b e r t . The idea 
for- that type, of e x h i b i t i o n , however, i s derived obviously from, 
i t s precursors i n the exhibi t ions of the Society of A r t s , acd 
s imi l a r f o r e i g n ventures. 
I n France state supported exhib i t ions of an i n d u s t r i a l 
type had been held i n 1798 (under the government of the D i r e c t o r y ) , 
and i n 1801, 1802 and 1806, and then regu la r ly from 1819 onwards. 
I n . England i t s e l f pr ivate exhibi t ions had been held i n i n d u s t r i a l 
centres, such as the e x h i b i t i o n of machinery and manufacture 
a t Birmingham i n 1849. I n Dublin the Dublin Society had set up 
a t r i e n n i a l e x h i b i t i o n of a r t ? science and manufacture, although 
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t h i s , u n t i l 1850, was l i m i t e d t o I r i s h products. 
The Great E x h i b i t i o n of 1851 was d i s t i n c t i v e not only 
i n i t s s ize, but i n i t s in te rna t iona l character. I t can be 
seen almost as a challenge by B r i t i s h manufacture to the re;.:4, 
of the wor ld . I n i t s scale and i n t e rna t i ona l 
character, moreover, the e x h i b i t i o n served as a monument to 
indust ry , and t o i n d u s t r i a l and a r t manufacturing techniques. 
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F i n a l l y the e x h i b i t i o n also served as a base f o r f u r t h e r 
developments - thus the South Kensington complex would not have 
been possible without the impetus given by the Great E x h i b i t i o n , 
l e t alone the funds* the E x h i b i t i o n established p u b l i c l y 
the status of industry and i n d u s t r i a l a r t , and the legi t imacy 
of state and private involvement i n these matters as important 
matters. The career of Henry Cole i n pa r t i cu l a r was, as we 
have noted, considerably advanced by the E x h i b i t i o n , as was the 
development of the design afid a r t schools, which Cole was able 
t o take charge o f . 
H i s t o r i c a l l y , therefore , the Great E x h i b i t i o n i s a 
c r u c i a l moment i n the establishment of a pos i t i on from which 
the soc ia l r e l a t ions of a r t were promoted pub l i c ly i n the sense 
under discussion i n t h i s chapter. 
Opposition, t o the E x h i b i t i o n was considerable -
not only to i t s conception and scale, but to i t s s i t i n g i n Hyde 
Park. The s i t i n g i n Hyde Park was not a minor considerat ion, 
f o r the location, i n Hyde Park represents the campaign f o r the 
public promotion of a r t , industry and publ ic taste being brought 
t o a cen t ra l public s i t e ( i . e . , not an i n d u s t r i a l c i t y , an 
out-of- town suburb), Robert Peel, the Prime Min i s t e r , agreed 
w i t h Prince Albe r t tha t the Hyde Park s i t e was c ruc ia l^ the 
Times Newspaper, however, was one of the leading advocates of 
a d i f f e r e n t s i t e . Peel died the morning of the parliamentary 
debate, and Prince Alber t wrote to Baron Stockmar; 
The E x h i b i t i o n i s now attacked f u r i o u s l y by the Times, and 
the House of Goaunoi'S- is going t o dr ive us out of the park . . c 
i f we are driven out of the park the work i s done f o r „ (193) 
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And, to the Duchess of Kent he wrote; 
the whole publ ic , l ed on by the Times, has a l l a t once 
made a 3et against me and the E x h i b i t i o n , on the ground of 
interference w i t h Hyde Park. (19A-) 
The State and the Great E x h i b i t i o n 
Parliament d i d approve the s i t e , and the plans f o r the 
E x h i b i t i o n went ahead. The role of the state again merits 
close a t t en t ion however. 
Parliament set up a Royal Commission of Management, and 
made available a s i t e : a l l donations and exh ib i t s were o f fe red 
v i r t u a l l y on t r u s t , and on the assumption tha t the enterprise 
would succeed. This s i t u a t i o n was, however, i n accordance 
w i t h the wishes of the organisers - Prince Albe r t heading a 
small committee of f i v e , inc luding Henry Cole. 
The ro le of parliament, therefore , i s one of 'making poss ib le ' , 
by ' a l l owing ' (g iv ing permission f o r ) the e x h i b i t i o n . Parliament 
•appears' to have l i t t l e to do w i t h the e x h i b i t i o n : i n f a c t i t s 
ro le i s cen t ra l i n ' a l l o w i n g ' or being able to 'not a l l o w ' t thus 
tha t whidi was to be p u b l i c l y possible was-.coa&Z'cHsd (decMsd upon) 
by the s t a te . 
Credi t f o r the e x h i b i t i o n ever ge t t i ng o f f the ground 
i s o f t en given l a rge ly t o the Prince. This i s another example 
of the ambiguity of the s ta te . For the E x h i b i t i o n was not 
'organised' by the state i n a formal sense: rather an 
'independent' Royal Commission of Management inc luding Henry 
Cole (a state o f f i c i a l as a private person) and Prince Alber t 
(husband of the Head of State) organises an e x h i b i t i o n which 
parliament has no involvement w i t h a f t e r having i n i t i a l l y made 
i t pos s i b l e . 
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The Queen herself gave considerable personal backing 
to the e x h i b i t i o n , v i s i t i n g i t not only t h i r t y f o u r times between 
her o f f i c i a l opening of i t on the f i r s t of May and i t s closure 
on the eleventh of November, but, also, eight times during 
January to May 1851 while the construction work was in. progress. 
The Success of the Great E x h i b i t i o n 
The E x h i b i t i o n was a success. Over six millions 
v i s i t e d i t , and revenue from, admission fees, sales of catalogues, 
and the sale of refreshments, came to about h a l f a m i l l i o n pounds, 
t h i s leaving a clear p r o f i t of about £185,000. The United Kingdom 
e x h i b i t i o n area was about 210,000 s u p e r f i c i a l f e e t , f o r e i g n 
countries occupying about the same, and the B r i t i s h 
Colonies a further 50,000, of which India took t h r e e - f i f t h s . 
France took the largest share of a l l foreign countries, with 
the United States coming next. 
A four fold c l a s s i f i c a t i o n was employed i n the e x h i b i t i o n 
display i t s e l f , these being, . Ln Prince Alberts words; 
the four great classes of - 1. Raw materials} 2. Machinery; 
3. Manufactures; and U- Sculpture aM the Fine A r t s . (195) 
I n the fine a r t section o i l painting, water colours, 
fresco, drawing and engraving were excluded. Only sculpture 
was included from the conventional fine a r t s . I t was explained 
i n the catalogue to the E x h i b i t i o n that 
The E x h i b i t i o n having r e l a t i o n s f a r more extensive with 
the- i n d u s t r i a l occupations and., products of. mankind than 
with the Fine A r t s p the U n i t s of the present Class nave 
been defined with considerable s t r i c t u r e s . (196) 
I n terms of a r t , therefore, only that which was connected w i t h 
mechanical processes } and those mechanical processes as applicable 
to the a r t s , were admitted. Thus 
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Colour-prints amd chromo-lithographs were admissable. 
Paintings as works of a r t uere not, but i f they demonstrated 
ant improvement i n manufactured colours they were admissable. 
Mosaics, enamels, ivory-earring, wood-carving, medals were 
also allowed. So, moreover, was sculpture. Marble 
statuary came well w i t h i n the d e f i n i t i o n of mechanical 
processes applied t o the a r t s . For many generations 
past, carving had ceased t o be the work of the sculptor and 
had been carried out by s k i l l e d workmen using mechanical 
appliances. (197) 
The aims of the organisers of the Great E x h i b i t i o n 
were t o stimulate B r i t i s h Industry, and to improve design. 
The f i r s t of these objectives was achieved: the second was 
less easy to assess. The Prince himself believed a follow-up 
e x h i b i t i o n was necessary for design and the general promotion. 
of public appreciation of a r t . This e x h i b i t i o n , t i t l e d the 
*Art Treasures E x h i b i t i o n 1 was held i n Manchester i n 1357, 
the s i t i n g of t h i s i n Manchester ind i c a t i n g the perceived 
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need to take a r t and taste i n t o the i n d u s t r i a l areas. 
The success of the Great E x h i b i t i o n of 1851 can be seen 
as the r e s u l t of a combination of entertainment, amusement, and 
education. This combination of factors was continued when the 
Crystal Palace (the building specially designed f o r the E x h i b i t i o n ) 
was sold to a private company and re-erected a t Sydenham as 
a permanent e x h i b i t i o n and pleasure gardea. The combination of 
pleasure, entertainment and i n s t r u c t i o n was f e l t by many to bo 
c e n t r a l to the elevation of 'the masses': t h i s , i t was f e l t , 
Had been the success of the Great E x h i b i t i o n , and continued t o 
be the success of the re-erected Crystal Palace. 
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Lady Eastlake, w.i fe of Sir Charles Eastlake, the 
President of the Royal Academy, wrote of the re-erected Crystal 
Falace; 
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I t i s now a paradise of flowers and works of a r t . . . . I f 
many make i t only an amusement, i t w i l l , be an. innocent one; 
bat, judging from myself, i t must be an improvement and 
raise the whole standard of education. (200) 
This i s the 'soft' form of education, and i n d o c t r i n a t i o n 
that Henry Cole was to adopt increasingly - education through 
example, display and entertainment, w i t h only a l i m i t e d 'back-up' 
of d i r e c t i n s t r u c t i o n . 
Henry.Mayhew and the Great E x h i b i t i o n 
An i l l u m i n a t i n g commentary on the Great E x h i b i t i o n was 
written, by Henry Mayhew, E n t i t l e d "1851; or the Adventures . 
of Mr and Mrs Cursty Sandboys and family, who came up to 
London t o 'enjoy themselves', and see the Great E x h i b i t i o n " , 
the work i s i n part a satire on the a t t i t u d e of the authorities 
t o the working classes as attenders at the E x h i b i t i o n . 
For our purposes, however,. Mayhew1 s account i s useful i n i l l u m i n a t i n g 
how reforming radicals saw the Exhi b i t i o n , and the perceived 
benefits of i t f o r the working classes. 
Mayhew discusses the extent t o which cheap labour 
undercuts the higher paid worker, and, as a consequence, tends 
t o drive q u a l i t y goods o f f the market, the worker becoming thus 
forced steadily into the least i n t e r e s t i n g areas of and forms of 
mechanical work. I n the following extract Mayhew argues that 
periodic exhibitions, on the lines of the Great E x h i b i t i o n , 
w i l l , through r a i s i n g the demand f o r q u a l i t y i n work, improve 
the s i t u a t i o n of the worker through his being employed on more 
' a r t i s t i c ' a c t i v i t i e s , and less on unskilled work: 
The sole remedy f o r t h i s state of things ^ cheap labour leading 
t o cheap goods leading to destruction of s k i l l e d labour/ 
i s greater knowledge on the part of the public. Accustom. 
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the people continually to the sight of the best works, and 
they w i l l no longer submit t o have bad workmanship foi s t e d 
upon them as equal t o good. 
To those unversed i n the 'labour question 1, t h i s may-
appear but a small benefit, but t o those who know what i t 
i s t o inculcate a pride of a r t - to make the labourer f i n d 
d e l i g h t i n his labour - to change him from a muscular machine 
i n t o an i n t e l l e c t u a l a r t i s t , i t w i l l seem perhaps as 
great a boon as can be offered t o working men. At present, 
workmen are beginning to f e e l that s k i l l - the 'art of 
i n d u s t r i a l occupations' - i s useless, seeing that want of 
s k i l l i s now beating them out of the market. . . • 
The antidote f o r t h i s special e v i l i s a periodical 
e x h i b i t i o n of the works of industry and a r t . Make the 
public c r i t i c s of i n d u s t r i a l a r t , and they w i l l be sure t o 
c a l l i n t o existence a new race of i n d u s t r i a l a r t i s t s . . . (201) 
This i s a p a r t i c u l a r l y i n t e r e s t i n g statement both because of the 
type of social analysis involved, and because of the s u p e r f i c i a l 
(but unreal) resemblence t o William Morris. 
Fote f i r s t the juxtaposition of 'muscular machine' and 
' i n t e l l e c t u a l a r t i s t ' , i l l u s t r a t i n g the d i v i s i o n of labour that 
a r t was p?.rt of. May hew i s operating w i t h i n the l i m i t s imposed 
by an acceptance of these d i v i s i o n s : Morris operates outside 
t h i s debate. Secondly, while Mayhew may appear s i m i l a r to 
Morris i n his concern f o r the worker and the nature of work, 
Mayhew i s i n fact arguing that consumers should have cont r o l 
over production: that i s , the 'public', educated through 
exhibitions of i n d u s t r i a l a r t , s h a l l c a l l i n t o being better 
work conditions through demanding higher q u a l i t y goods. 
Worker's co n t r o l over production and consumption. (Morris) 
i s very d i f f e r e n t from consumer cont r o l ( Mayhew).In the l a t e 
twentieth century we are w e l l aware that machinery can as easily 
t u r n out goods manufactured according t o e x i s t i n g cannons of 
good design, as according to cannons of bid design: the relations 
of production are not affected. No-one would now seriously 
argue that the 'Ideal Homes Exhibition' or the 'Which' magazine 
have transformed the position of the i n d u s t r i a l worker. 
May hew i s a 'radical' i n as f a r as he i s proposing 
the erasure of the d i v i s i o n of labour separating the mass of 
the population (muscles) from, the a r t i s t s ( i n t e l l e c t s ) . The 
very f a c t , however, that he could a t t r i b u t e such wide-reaching 
e f f e c t s to a consumer consciousness of design indicates yet again 
the extent to which concepts of ' a r t ' had become i n t e r - r e l a t e d 
w i t h a whole range of other social phenomena (the ideologies 
and social relations through which production took place). 
The Public Library, and the Public Museum 
Through the Great E x h i b i t i o n the debate on a r t and 
industry, public ty.ste, and state involvement i n the a r t s , was 
set on a new l e v e l . A v i c t o r y had been won, and the state 
design schools f o r the working classes could be transformed i n t o 
'public' a r t schools: museums- could be developed as 'public' 
i n s t i t u t i o n s , and the Department of Science and A r t (llenry 
Cole's dream) was made a r e a l i t y . 
I have referred already t o the way i n which 
stvte involvement i n culture developed through the nineteenth 
century from being an involvement directed at the working classes 
to a provision f o r the 'public'. I n order to i l l u s t r a t e t h i s 
development i n more d e t a i l I intend now to look at the development 
of public l i b r a r i e s . The history of the early public l i b r a r i e s 
Is not w i t h i n the scope of t h i s thesis, f o r l i b r a r i e s take us i n t o 
the realms of l i t e r a c y , l i t e r a r y culture, and a whole new f i e l d 
of nineteenth century developments. Furthermore, l i b r a r i e s 
have been more extensively researched as part of the t o t a l s o c i a l 
h i s t o r y of the 19th century than have any of the art-design 
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and c u l t u r a l phenomena we have been considering. 
However, i n as f a r as the founding of, and l e g i s l a t i o n 
f o r , l i b r a r i e s was closely linked with museums and a r t g a l l e r i e s , 
i t w i l l be worthwhile considering a l i t t l e of the early h i s t o r y 
of l i b r a r i e s i n as fa r as t h i s throws l i g h t on the sense i n which 
early state policy on museums, galleries and l i b r a r i e s was 
directed ajb the working classes. 
The f i r s t discussions concerning a rate aided l i b r a r y 
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date from 1831. The reference occurs i n a l e t t e r from Charles 
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Henry Bellenden Ker t o Henry Lord Brougham. Ker was an 
advocate of the popular d i f f u s i o n of a r t and l i t e r t u r e , and 
l a t e r was to be a member of the council set up to develop the 
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design school system i n 1836. Brougham was at the 
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time Lord Chancellor and a champion of mechanics i n s t i t u t e s 
and other forms of popular education. Both were members of the 
•Society f o r the Promotion of Useful Knowledge', which Brougham 
had founded i n 1826. 
I n the 1830's there was a v a r i e t y of new M.P.'s 
from i n d u s t r i a l areas concerned with 'public' provision and 
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education. Benjamin Hawes, M.P. fo r Lambeth (who 
was l a t e r responsible f o r having the B r i t i s h Museum opened on 
holidays) was one. He called f o r a report on foreign museums 
and public l i b r a r i e s , t h i s being produced, and ci r c u l a t e d i n ~ 
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October 1834. 
James S i l k Buckingham was M.P., for Sheff i e l d f o r f i v e 
years. I n 183/+ he secured the appointment of a Select Committee 
under his chairmanship t o enquire i n t o ; 
the extent, causes, and consequences of the prevailing 
vice of i n t o x i c a t i o n among the labouring classes of the 
United "Kingdom. (.10 §) 
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Benjamin Haves was one of the members of t h i s committee. 
I n i t s report the committee recommended regulations 
t o c o n t r o l public houses, i n conjunction w i t h various forms of 
public provision of a t h l e t i c f a c i l i t i e s , walks, museums and 
l i b r a r i e s . The combination of c o n t r o l (public houses) with 
provision ( a t h l e t i c f a c i l i t i e s , museums, etc;) indicates c l e a r l y 
the sense i n which the state can channel amd define a c t i v i t y 
through a double-action of making ce r t a i n things less possible, 
and other things more possible. 
Public houses were viewed by many sections of the r u l i n g 
classes as breeding grounds fo r p o l i t i c a l s edition - a fear often 
euph m i s t i c a l l y cloaked i n concepts of drunkenness and vice. 
The fear of the public house was not necessarily misplaced, 
however. They were m> eting places where both casual and formal 
meetings took place: l a t e r i n the century, when a group of working 
men or women wished to meet for a p o l i t i c a l or trade union purpose, 
the pub would be the only place able to provide a meeting place 
i n competition with church halls and public l i b r a r y rooms -
the l a t t e r two locations being 'controlled' by the church or the 
municipality. 
The public house, moreover, and also parks, l i b r a r i e s , 
museums and a t h l e t i c f a c i l i t i e s , should be understood as part 
of the development of the ninet renth century i n d u s t r i a l , c i t y . 
The c i t y i s characterised by privateness; that i s , i t i s a 
densely populated and b u i l t up area i n which almost everything i s 
owned by someone. I n the nineteenth century working class 
terrace areas, where houses are small, the street is the only 
shared m?eting ground. The existence of the public house, therefor 
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i s of special significance i n vorking class c i t y areas. I t 
is a meeting place - often the only meeting place. I t is,therefore, 
no accident t h a t pressures f o r state controlled alternatives 
arise i n p a r a l l e l with the development of the public house. 
The remarkable thing about the report produced by Buckingham's 
committee i s , i n f a c t , the way i n which the alternatives t o 
public houses are grouped together, being seen as a t o t a l block 
of healthy and recreational a c t i v i t i e s . They recommended; 
The establishment by the j o i n t aid of the government and 
the l o c a l a u t h o r i t i e s , and residents on the spot, of 
public walks and gardens, or open spaces f o r a t h l e t i c and 
healthy exercise i n the open a i r , i n the immediate v i c i n i t y 
of every town, of an extent and character adapted to i t s 
population, and of d i s t r i c t and parish l i b r a r i e s , museums and 
reading rooms, accessible at the lower rate of charge. (209) 
Buckingham attempted to introduce three b i l l s stemming 
from t h i s report; one to regulate the drink trade; one t o set 
up public walks, gardens and places of recreation i n the open 
a i r ; and one to f a c i l i t a t e the se t t i n g up of public l i b r a r i e s , 
museums, and the d i f f u s i o n of s c i e n t i f i c and l i t e r a r y information. 
The f i r s t b i l l was refused, but the second two were introduced, 
and not abandoned t i l l committee stage. 
The b i l l concerning public i n s t i t u t i o n s envisaged 
h a l l s f o r social gatherings of the working classes, small 
rooms f o r committees and societies, a lecture theatre, a l i b r a r y 
and reading room, and a museum and picture g a l l e r y . 
Both B i l l s were brought forward again i n 1836, and, 
±z. a combined form i n 1837, f a i l i n g both times. William Ev/art 
had been brought in t o the campaign i n 1835, speaking on behalf 
of the b i l l f o r public i n s t i t u t i o n s * . 
I t was Ewart who, i n 1835/6, chaired the Select Committee 
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on Arts and Manufactures which recommended, among other provisions, 
the setting up of public museums and galleries of art.. In. 
1839 Ewart was l i n k i n g together, however, various forms of public 
provision i n a general way much as Buckingham had done; 
The public l i b r a r i e s , the public galleries of a r t and science, 
and other public i n s t i t u t i o n s f o r promoting knowledge, 
should be thrown open f o r the purpose of inducing men 
merely by the use of t h e i r outward senses to refine t h e i r 
habits and elevate t h e i r minds. (210) 
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This- conception was carried forward by Edward Edwards, a t the 
time a junior assistant i n the B r i t i s h Museum Library, i n an 
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essay on 'The Fine Arts i n England', i n which he took up 
points raised i n Ewart's Select Committee on Arts and Manufactures. 
I t was i n November 1344 tha t a meeting i n Manchester 
led t o the formulation of more precise proposals. . These involved 
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towns being able t o support museums from a penny r a t e . Brotherton, 
a member of the Society f o r the Promotion of Useful Knowledge, 
passed these proposals on to Ewart, and t h i s led t o the Museums 
act of 1845. 
The act enabled councils of boroughs with a population 
of at least ten thousand to levy a halfpenny rate f o r the establishing 
of a public "museuni of a r t and science" and to charge an admission 
fee of not more than one penny. Ewart presented the measure 
as part of the move for improved standards i n i n d u s t r i a l design, 
and, on that basis, i t went through parliament with l i t t l e 
d i f f i c u l t y . 
Given that Ewart presented the b i l l w i t h i n t h i s framework 
( i n d u s t r i a l design) there i s l i t t l e need to explore further why 
th i s b i l l passed r e l a t i v e l y easily through parliament. The 
arguments are ones we are f a m i l i a r with from the state design 
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school system i t s e l f . However, the setting up of museums i s 
s i g n i f i c a n t , i n that t h i s i s an instance of 'soft' education 
(through example and display) rather than the d i r e c t method of 
schooling. Passed i n 1845 t h i s measure preceeds the r e d i r e c t i o n 
of state a r t and design schools under Henry Cole's management. 
Ewart introduced his Public Libraries act i n 1850. 
Certain towns had already interpreted the Museum act of 134-5 
loosely, and had set up l i b r a r i e s on a l i m i t e d scale. The 
new act was designed t o make t h i s c l e a r l y possible w i t h i n the 
terms of the ex i s t i n g halfpenny r a t e . 
The resistance to the Libraries b i l l was much s t i f f e r 
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that that encountered by the Museums act of 1845. Some resistance 
was p l a i n l y misdirected - as,for example,that which objected t o 
the b i l l on the grounds that further taxation would be involved. 
More s i g n i f i c a n t was resistence to the very idea of a 'public' 
l i b r a r y as a provision for the working classes. The Museums 
act of 1845 could be seen as r e l a t i n g t o i n d u s t r i a l design, and 
therefore was a legitimate concern of the state. The Museums 
act united i n d u s t r i a l i s t s i n as f a r as museums raised design 
standardsj moralists, i n as f a r as museums were an alternative 
to undesireable behaviour; reformers and educators, i n as f a r 
as museums were seen as r a i s i n g the l e v e l of education and useful 
knowledge. Lib r a r i e s , however, appealed more s p e c i f i c a l l y t o 
those of a l i k e mind to the members of the 'Society f o r the Prom-
otion of Useful Knowledge', and, while 'useful knowledge' cojj.d 
be seen as having a long term economic good, knowledge i n a 
printed form could also, i t was feared have a subversive or 
p o l i t i c a l l y undesirable e f f e c t . 
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This i s art important point, because, as we have seen, 
a r t and i n d u s t r i a l a r t was also seen as a form of knowledge. Visual 
knowledge and t e c h n i c a l - i n d u s t r i a l knowledge, however, is not 
verbal, and i n t h i s sense is d i f f e r e n t . Moreover, v i s u a l 
knowledge was (and i s ) defined and discussed w i t h i n the terms 
of the social relations of a r t and the d i v i s i o n of labour as 
constructed from the Renaissance through to the present day. 
That i s , a r t i s and was a part of the very d i v i s i o n of labour and 
associated ideological discourses r e l a t i n g to upper class morality, 
taste, and s e l f d e f i n i t i o n s . Words, by contrast, are dangerous. 
This i s a verbal culture; i t i s words th a t cut through 
the meaning of words, and words which are used to define v i s u a l 
experiences and a r t . An a r t gallery or museum, moreover, 
i s a s t a t i c building: the building and the displays w i t h i n i t 
i n part define the meaning of a r t . By contrast a l i b r a r y 
contains individualised knowledge. A painting hung on a w a l l 
i s part of a pre-defined environments your r e l a t i o n to a 
book, by contrast, i s p rivate. 
Generalised resistance t o the b i l l on public l i b r a r i e s 
i s exemplified by Colonel Charles Sibthorp, who, i n a statement 
which i s i n e f f e c t a s a t i r i s a t i o n of the whole idea of state 
provision, makes very clear the sense i n which the measure i n 
1850 was seen as one directed at the working classes: i T e - . , - i t 
was not at that time seen as a general provision f o r a l l classes. 
Sibthorp 
supposed they would be thinking of supplying the working 
classes with quoits, peg-tops, and f o o t - b a l l . They 
should f i r s t teach the people to read and w r i t e . What 
would be the use of these l i b r a r i e s to those who could not 
read or write? He supposed that the Hon. Member and his 
friends would soon be thinking of introducing the performances 
of Punch f o r the amusement of the people. The B i l l was 
2^8 
wholly uncalled f o r . (215) 
I n general, while Ewart, Brotherton and others placed 
emphasis on the good that l i b r a r i e s would do f o r the working 
classes, opponents of the b i l l concentrated on the dangers of 
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l i b r a r i e s being centres of a g i t a t i o n and d i s a f f e c t i o n . 
When, the b i l l was passed, the debates i n town a f t e r town followed 
the same pattern - both supporters and opponents of the b i l l 
agreeing, however, that the new provisions were f o r the working 
classes, and not the general population. 
I n as f a r , however, as the l i b r a r i e s were for the 
working classes, they were also run by the middle classes. 
That i s , the state, i n i t s l o c a l form, was able t o define and 
control what was to be available as ' f r e e 1 . Not only is t h i s 
power of defining the available i m p l i c i t i n a state l i b r a r y , 
however, but such provision is also a negation of any a l t e r n a t i v e . 
That i s , working mens clubs and reading rooms and societies f o r 
reading are made less l i k e l y through the provision of a l t e r n .tive 
state f a c i l i t i e s i f o r , i f the state provides a 'free' or cheap 
service, there w i l l be less support f o r alternatives which 
require of necessity considerable contributions from those w i t h 
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l i t t l e to give /" 
'Public' f a c i l i t i e s are therefore alternatives t o 
people's self-organisation. This i s what the elevation of 
taste, morals and standards of educ t i o n means, when taste, 
morals and standards of education are defined by pa r t i c u l a r sections 
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of the r u l i n g classes. 
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The early l i b r a r i e s , as with the early design schools, 
were conceived of as being 'charity' - provisions f o r the working 
classes. I t i s not u n t i l the l a t e 1860's and early 1870's 
that l i b r a r i e s come to be seen as general 'public' or 'town' 
provisions, rather than, 'charity' or 'free' - i . e . , f o r the 
working classes. This transformation from c h a r i t y to public 
perhaps relates to the reform act of 1867 which further expanded 
the franchise, and the education act of 1870, i n s t i t u t i n g a 
'national' educational system. 'Public' comes to be used as 
v. v. i 219 a concept t o embrace a l l classes, and thus be above classes. 
Consideration of what has been said i n t h i s chapter 
The argument of this chapter has been developed through 
the examination of a range of ' c u l t u r a l ' a c t i v i t i e s , a l l of 
which have involved the transformation of the s o c i a l l y exclusive 
social relations of a r t characteristic of the eighteenth century 
i n t o something that was, i n various senses, 'public'. 
The contrast between the s i t u a t i o n i n the late eighteenth 
century, and the s i t u a t i o n i n the 1870«s i s quite remarkable. 
Not only was there l i t t l e 'public' a r t i n the l a t e eighteenth 
century, but there were no public museums or g a l l e r i e s , and 
there was no state a r t and design school system. Furthermore, 
despite the l i m i t e d a c t i v i t i e s of the Society of Arts, the 
Great E x h i b i t i o n would have been inconceivable. Art and industry 
was not a topic of general concern i n the l a t e eighteenth century, 
and the question of taste and morals, while important, was not 
a. 'problem1 i n the sense that, i n the nineteenth century, 
i t was. Discussions, arguments and c o n f l i c t s there, were, 
but the answers were assumed to be known, and dissent was not a 
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fundamental threat. 
I n the nineteenth century, by contrast, a r t and culture 
became p o l i t i c a l . Not ' p o l i t i c a l ' i n the sense t h a t the 
r u l i n g classes saw them as_ p o l i t i c a l , but i n the sense that a r t 
and culture were made 'public'; they became part of state 
and r u l i n g class policy; a r t and culture became ways of defining, 
or attempting to define, the l i f e experience of others. 
So used are we now to the idea t h a t a r t i s a 'private' 
a f f a i r , to do with personal experience, that the significance 
of state intervention i n design, a r t , museums, g a l l e r i e s , 
exhibitions, taste, and moral education, may easily be missed. 
But i t was only during the space of four decades (1830—1870) t h a t 
•public' assistance f o r and provision of a r t and culture became 
and was constructed as a normal aspect of 'public' provision. 
A l l that has happened since 1870 i n the way of state policy 
towards culture and the arts i s nothing but an extension or 
22' 
modification of a pattern established during those four decadese 
The d i f f i c u l t y inherent i n any attempt t o understand 
the scale and extent of state involvement i n a r t and culture 
i n the 1830 to 1870 period i s made a l l the greater by the way 
i n which the r e a l i t y of state intervention, i n these f i e l d s has 
been w r i t t e n out of our hi s t o r y . Green and Wilding, w r i t i n g 
i n consultation with Richard Hoggart, have stated t h a t : 
there was before the Second World V/ar v i r t u a l l y no c u l t u r a l 
action i n i t i a t e d by o f f i c i a l government policy, with the 
important exception of the establishment of public l i b r a r i e s 
and museums by the Museums and Gymnasiums Act, 1891, 
and the Public Libraries Act, 1892. ( s i c ) . (222) 
More s i g n i f i c a n t l y , perhaps, the Government White Paper, 
'A Policy f o r the Arts - the f i r s t steps', described state 
involvement i n these f i e l d s i n 1965 as being a 'new' soc i a l 
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service, i n the following terms: 
A l l new social services have t o f i g h t long and hard 
before they establish themselves. Only yesterday i t was 
the f i g h t f o r a free health service. The day before i t 
was the struggle t o win education for a l l . ^ 12.3) 
As we have seem, however, state involvement i n culture was., i n 
fact,established before either the national elementary education 
system) following the 1870 act,, or the National Health Service 
following the post war l e g i s l a t i o n . 
Why state involvement i n a r t and culture has beeto 
w r i t t e n out of our hi s t o r y i s an issue I w i l l r e t u r n t o i n the 
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next chapter. The impact, however, of state intervention 
i n a r t and culture i n the nineteenth century i s immense, f o r , 
not only were the social relations of a r t thus ' w r i t large' 
across the nation - propagated, reinforced and reproduced, -
but the very scale of the operation rendered the impact of any 
counter d e f i n i t i o n or movement n e g l i g i b l e . 
But why? Why a r t and culture? Why museums and picture 
g a l l e r i e s established with greater confidence than l i b r a r i e s ? 
And are not l i b r a r i e s more useful than picture g a l l e r i e s ana 
museums? And why any of t h i s wheat education, from the f i r s t 
state grants i n 1833 u n t i l the 1870 act, was so limited? 
I t i s not s u f f i c i e n t t o answer these questions by 
saying that the Victorians were muddle headed, or that members 
of the 'Society f o r the Promotion of Useful Knowledge' would 
have put f i r s t things f i r s t had they not faced a reactionary 
opposition. 
Whatever explanation i s offered, part of i t must 
involve an understanding of the ideology and social relations of 
a r t as developed from the Renaissance through to the 1820's, and 
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the sense i n which t h i s ideology and the social r e l a t i o n s i t 
was part of embodied a 'safe 1 and strong bourgeois set of values 
(safer than those values as embodied i n and available through 
l i t e r a c y ) , and embodied also images of s k i l l , manual work and 
mental work, national and in t e r n a t i o n a l heritage: concepts which 
i n bourgeois terms are elevating and u n i t i n g , and which are 
conducive to the development of 'good t a s t e r and 'morals'* 
Furthermore, a r t i s double edged, i n that i t i s i n 
part emminently useful, and i n part emminently elevating. 
That i s , i t i s useful t o teach drawing f o r design, because 
design can be sold and money be made; at the same time, however, 
the ar t i s a n taught design also touches the fringes of fine a r t , 
and learns something of the achievements of the c i v i l i s a t i o n that 
his superiors are of. I n other words those forms of production 
which the bourgeoisie have taken to themselves, and which have 
beeia exhibited and defined as a r t and as the greatest achievements 
of mankind, may indicate to the worker that there i s something 
which he may not obtain, but may at least come t o touch, and 
through which he may become a better and f i n e r man* Art lessens 
the burden; of the worker's squalor* and teaches him the values 
of the society he i s part of; a r t legitimates and j u s t i f i e s 
and expresses the c u l t i v a t i o n and sophistication of the upper 
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classes who are the f i n e s t members of that society. 
I am not suggesting i n the above that t h i s i s what 
actua l l y happens; merely that t h i s i s what i s implied as boing 
supposed to happen i n the sorts of material we have examinedt 
A r t did not transform the working poor i n t o hard working 
protestant Fransiscan monks: that i s not t o say, however, th a t 
the working classes did not t o some extent come to accept the 
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legitimacy of the ideologies and d e f i n i t i o n s of v:ork and l i f e 
i m p l i c i t i n a r t snd the s o c i a l relations embodying a r t as 
constructed as part of the d i v i s i o n of labour under capitalism. 
I s h a l l be returning t o a discussion, of the relati o n s h i p between 
a r t and the people i n the next chapter. 
The creation of the i n d u s t r i a l p r o l e t a r i a t of the 
1830rs was viewed by the r u l i n g classes with alarm; p o l i t i c a l l y 
they were feared, and the panic among ce r t a i n groups over the 
1832 reform act indicates how great the fear was. 
Developing capitalism created the p r o l e t a r i a t , and also 
the resources f o r rdoing something about' that p r o l e t a r i a t . 
We can separate out three basic ways i n which the bourgeoisie 
could do something _as_ the bourgeoisie - i . e . , w i t h i n the l i m i t a t i o n s 
of the social relations defined by the c a p i t a l i s t mode of production. 
F i r s t l y , they could repress and control the p r o l e t a r i a t ; 
secondly, they could ameliorate the conditions of the p r o l e t a r i a t ; 
t h i r d l y they could attempt t o define and l i m i t the p o s s i b i l i t i e s 
/ 
of action of the p r o l e t a r i a t . I n taking any of these courses 
of action the bourgeoisie and the bourgeois state i s , of course, 
l i m i t e d and constrained by i t s own existence i n r e l a t i o n t o the 
working classes: Capital exists i n r e l a t i o n to Labour, and vice 
versa. 
Defining and l i m i t i n g the p o s s i b i l i t i e s of action of 
the p r o l e t a r i a t i t s e l f involves two d i s t i n c t forms of action; 
the f i r s t i s t o create channels of action and experience f o r the 
working classes, as through l i b r a r i e s and elementary and a r t 
education and museums; the second i s t o project or construct 
c e r t a i n conceptions of what c i v i l i s a t i o n and l i f e are about -
that i s , to create standards, values and goals. This can be 
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dona through the same i n s t i t u t i o n s ( l i b r a r i e s , museums, schools) 
as w e l l as through great events such as the 1851 E x h i b i t i o n , and 
other similar displays. 
Repression and negation i s the other side of provision 
and amelioration. Repression w i l l be applied to that which i s 
defined i n r u l i n g class terms as subversive or dangerous, whether 
t h i s be a drinking club, a p o l i t i c a l organisation, or a corresponding 
society. Repression i s d i r e c t , through l e g i s l a t i o n and 
the courts, the police and the m i l i t a r y . Negatioa of a 
possible form of action i s more subtle, t h i s following from the 
provision of an available cheap alternative t o a form of 
organisation or i n s t i t u t i o n being developed by the working class. 
Thus, i f the l o c a l corporation provides an assembly h a l l as 
part of the l o c a l l i b r a r y or museum, and i f t h i s h a l l i s 
generally ard cheaply available f o r meetings, i t follows that 
considerable e f f o r t w i l l be necessary to raise the finance f o r 
am alternative h a l l t o cater for that minority of meetings which 
the controllers of the l i b r a r y (the l o c a l r u l i n g class) object 
"to. 'Amelioration of conditions', as the second type of 
action the bourgoisie can take to control the working classes, 
involves simply the removal of cer t a i n forms of working class 
•distress', that i s , removal of what are now termed 'grievances'; 
for a 'grievance', i f acute enough, may breed p o l i t i c a l unrest. 
The provisions of culture do not generally come under the heading 
cf 'amelioration of conditions' except i n so f a r as 'public' 
f a c i l i t i e s ( l i b r a r i e s , museums, schools) may be seen as possible 
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alternatives to private squalor. 
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I an arguing, therefore, that i n general terras, 
culture i s part of a defining of perceptions and p o s s i b i l i t i e s ; 
i t i s the construction of a language and a hierarchy of values, 
and i t i s the legitimation, of a p a r t i c u l a r set of s o c i a l r e l a t i o n s . 
The c u l t u r a l i s related t o repression of the p o l i t i c a l , and 
the amelioration of l i v i n g conditions. Esse n t i a l l y , however, 
the social existence of the ideologies, of a r t and culture 
i n the nineteenth century can be understood i n terms of 
defining l i f e , experience, values and achievements. Was not, 
f o r example, the Great E x h i b i t i o n , as a national event, a powerful 
argument against socialism? 
I n d i f f e r e n t i a t i n g above the d i f f e r e n t types and forms 
of state and r u l i n g class action I aia attempting to indicate how 
the state and private individuals became involved i n promoting 
c u l t u r e , and I am attempting to show how t h i s makes sense i n terras 
of a range of l i v e d social relations which comprised a rapidly 
developing i n d u s t r i a l c a p i t a l i s t system, i n B r i t a i n . The 
explanation cannot be offered i n terms simply of the reforming 
zeal or good intentions of Ewart, Brougham, Hume, Cole, or 
any other i n d i v i d u a l . Rather we must see why p a r t i c u l a r 
proposals from these men were seen as l e g i t i m a t e areas f o r 
l e g i s l a t i o n and state involvement. Parliament was composed of 
more than reformers and radicals, and parliament was paid f o r 
through taxes; those who controlled the payment of taxes could 
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c o n t r o l votes, and could exercise other forms of opposition. 
Thus the state could only intervene successfully where there 
existed sorae sort of consensus of l e g i s l a t o r s , i n d u s t r i a l i s t s , 
c i v i l servants, l o c a l gentry, and so f o r t h . Factory acts and 
inspectors could not operate simply because of a few 'enlightened' 
256 
oea, and the design school system would have f a i l e d completely 
(as i t nearly did) without tha powerful support of a whole range 
of opinions and people, f o r reasons that varied, bat which 
provided the conditions necessary f o r the building of such a 
system. 
The design school system, i n i t s development, i l l u s t r a t e s 
w e l l the sense i n which such a venture is the product of the 
actions, i n i t i a t i v e s , realisations and hopes of a whole range 
of persons - each of whom could only e x i s t and work w i t h i n and 
as part of the e x i s t i n g social r e l a t i o n s . Ewart proposed 
l e g i s l a t i o n ; Haydon campaigned f o r the system; but that 
l e g i s l a t i o n did not produce the system, desired by Ewart and 
Haydon, f o r , not only was parliament and the state involved, 
but a whole range of other persons teaching i n , financing, 
being students i n , giving prizes a t , and being part of, the 
developing a r t and design school system. As f o r Henry Cole, 
f a r from being a c i v i l servant miracle worker, his achievement 
was based upon and was possible because of the success of the 
Great E x h i b i t i o n . Moreover, i t was i n d u s t r i a l i s a t i o n i t s e l f 
which had produced and posed the 'design' problem, and thus the 
very p o s s i b i l i t y of the design schools, or the Great E x h i b i t i o n . 
— Conclusion; The Division of Labour further Constructed 
The expansion of the nineteenth century state i n t o the 
areas of museums, design school?, and the investigation of fine 
a r t and taste, resulted i n and was part of the further development 
and consolidation of the d i v i s i o n of labour - a d i v i s i o n of labour 
that i n t h i s f i e l d involved a further d i f f e r e n t i a t i o n of the 
mental and the' manual, and the creative and the uncreative, at 
various l e v e l s . Thus the s e t t i n g up of the design school 
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system, was not merely a matter of responding to the perceived 
strengths and weaknesses of i n d u s t r i a l design; i t was also 
the creation of specialists i n the production process separate 
from other aspects of making and producing objects. 
A consequence of the development of the d i v i s i o n of 
labour under capitalism was that the worker, over time, l o s t 
c o n t r o l over production. Through the d i v i s i o n of labour an 
anarchy of purpose, design, f i t n e s s , etco, was produced, 
and the only testing ground f o r the appropriateness of the 
r e s u l t i n g product was the open market. This anarchy i n production 
was the condition f o r further specialisation - a specialisation 
of •design-control'. The state intervention i n the design 
process can, therefore, be seen as an i n s t i t u t i o n a l i s a t i o n of 
t h i s further d i v i s i o n of labour, involving also an elevation of 
the s p e c i a l i s t designer to 'specialist designer i n t e l l e c t u a l 1 ; 
' i n t e l l e c t u a l ' , because 'touched' by fine a r t . 
I n t h i s manner, therefore, although design education 
was produced with the i n t e n t i o n of bringing design i n t o the 
production process, the e f f e c t was i n f a c t to take design away 
from the producer, by making the designer yet a fu r t h e r s p e c i a l i s t 
w i t h i n the production process. 
I n general i t could be said that the construction of 
museumsart g a l l e r i e s , exhibitions, and a r t schools, f a r from 
bringing a r t 'into' l i f e , only served to emphasise the supposed 
( s ^ i a l l y defined) differences between a r t objects and other 
objects; between; a r t and l i f e ; between, being creative and being 
uncreative, 
I n creating a class of s p e c i a l i s t designers, moreover, 
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the state was f o r t i f y i n g the idea of design and the designer 
as an 'extra' - a commodity i n i t s e l f . As William Morris pointed 
out, a r t had become merely something additional to objects, w i t h 
ac extra price value. 
'Fine a r t ' , as a concept, i s the most abstract of a 
series of concepts embracing, i n descending order, a r t , design, 
c r a f t , s k i l l , technique, work, t o i l , and drudgery. The existence 
of a r t as a d i s t i n c t s p e c i a l i t y i m p l i c i t l y negates the q u a l i t i e s 
and a c t i v i t i e s denoted by the term ' a r t ' i n other a c t i v i t i e s or 
forms of production. I t i s for t h i s reason that Mayhew's attempt 
t o verbally reverse the usual uses of 'muscular machine' and 
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' i n t e l l e c t u a l a r t i s t ' was so r a d i c a l . Mayhew, however, 
appears to have thought that the opposition of a r t i s t and workam 
was largely a matter of labels, and not fundamental to the s o c i a l 
r e l a t i o n s of c a p i t a l i s t production, as William Morris was t o 
make clear. 
The d i v i s i o n of labour i n production i s a central 
part of the c a p i t a l i s t mode of production. Through the conceptual 
and physical segmentation of production l i f e i s individualised, 
and the pot e n t i a l control of the workers over t h e i r work i s 
diminished. This ' i n d i v i d u a l i s a t i o n ' i s exemplified i n the 
idea of the a r t i s t , the s c i e n t i s t , or the entrepreneur. 
Thus, when the nineteenth century"state became involved 
i n the propagation of fine a r t , design, and taste, i t was 
involved i n the reproduction and liropagation of conceptual and 
productive divisions and relations fundamental to the c a p i t a l i s t 
mode of production i n i t s development, and to the class divisions 
e x i s t i n g as part of t h i t mode of production. 
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Chapter Six 
A r t and the State; 1939—1975 
Introduction 
I n chapter f i v e we examined the development of state 
intervention i n and promotion of a r t and design i n the psriod 
1830 to 1870. I n t h i s chapter we are to examine a further 
expansion of state involvement with a r t and design -.in the years 
1939 to 1975. 
I t i s not being implied by t h i s selective coverage of 
time that 'nothing' happened between 1370 and 1939o I t i s , 
however, being argued that both the period 1830 t o 1870, and 
1939 to 1975 witnessed a s i g n i f i c a n t expansion i n the type, of 
state involvement, and that an examination of the two periods 
separately demonstrates a continuity i n the ideology and social 
relations of a r t from the beginnings of state involvement i n the 
arts t o the present dayc^" 
I have argued at various points i n t h i s thesis that 
i n order to analyse the ideologies and social relations of a r t 
i t i s necessary to break down the separateness of the various 
i n s t i t u t i o n s dealing with a r t : t h a t i s , one must refuse t o 
t r e a t a r t and design education, museums, a r t g a l l e r i e s , i n d u s t r i a l 
a r t exhibitions, published books, talks and lectures, general 
education, the Arts Council, Design Council, Crafts Advisory 
Committee, and so f o r t h , as d i s t i n c t i n s t i t u t i o n s . Rather these 
must be examined together and i n r e l a t i o n one to another; f o r , 
not only are they a l l part of the promotion of part i c u l a r conceptions 
of a r t , but i t i s arguable that no i n d i v i d u a l experiences the 
separateness that might be implied by a presentation of d i s t i n c t 
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biographies of indi v i d u a l i n s t i t u t i o n s . 
The approach being adopted here involves both fragmenting 
d i s t i n c t i n s t i t u t i o n a l biographies, and examining various statements 
on a r t , i n order t o situate and draw out the presuppositions 
involved, and the social relations such statements and i n s t i t u t i o n s 
are part of. I n t h i s chapter, therefore, I s h a l l be doing 
three things. F i r s t l y , b r i e f accounts of the history and 
development of various new forms of state involvement i n a r t w i l l 
be presented; secondly, I shall attempt t o go behind the hi s t o r y 
and appearance of these i n s t i t u t i o n s as presented by t h e i r own 
spokesmen i n order t o locate the i n s t i t u t i o n s s o c i a l l y and 
h i s t o r i c a l l y , and examine what i s act u a l l y being done, as opposed 
to what i t i s said is being done; t h i r d l y , I s h a l l examine 
statements by various leading figures w i t h i n government and 
state sponsored i n s t i t u t i o n s i n order to demonstrate the 
presuppositions contained w i t h i n such statements - i . e . t o 
examine what is implied about the social existence, meaning, value 
and importance of a r t . 
The f i r s t organisation I sh a l l examine i s C.E.M.A.:. -
the Council f o r the Encouragements of Music and the Arts - the 
war-time precursor of the Arts Council. C.E.M.A. was i n many 
ways exceptional i n i t s p o l i c i e s , ideology and directness, and 
thus forms an int e r e s t i n g contrast t o post second world war 
policy. - I t s exceptional character was, of course, mo.de possible 
by the social p o l i t i c a l and economic d i s l o c a t i o n inherent l'a a 
war of that scale - a dislocation which produced policies i n many 
2 
f i e l d s out of cPiaracter with the peace-time s t a t e 0 
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C oE .H.Ae 
Dr. Thomas Jones v;as the " I n s p i r a t i o n and, indeed, the 
catalyst of the Committee" (CE.M.A/). Jones had been involved 
i n the t h i r t i e s i n 'Art f o r the People', devised by W.E.Williams, 
and carried out by the B r i t i s h I n s t i t u t e of Adult Education. 
This scheme had followed from the observation that n a t i o n a l l y 
good a r t galleries were rare, and many pictures were i n private 
hands. These pictures, i t was f e l t , could be loaned f o r 
c i r c u l a t i n g exhibitions i n small towns and r u r a l areas. Thus, 
i n 1935 exhibitions were shown at Swindon, Barnsley, and Sil v e r 
End (an Essex v i l l a g e ) . The project t h r i v e d , and *Art f o r the 
People' was successful. 
Thomas Jones sawC.E.M.A. as further opportunity f o r 
the development of his project. Meanwhile, 
Lord Macraillan saw i t primarily as a scheme which.would 
f o r t i f y national morale i n the grievous t r i a l s of war, 
especially among those communities which, evacuated from the 
c i t i e s , would f i n d themselves without occupation for t h e i r 
enforced l e i s u r e . (/,.) 
I n the early part of the second world war C.E.M.A. 
merely gave grants t o other bodies. Within a year, however, 
the Committee was acting d i r e c t l y on i t s own i n i t i a t i v e * Thus 
'Music Travellers' were recruited - i . e . , professional singers 
aiid instrumentalists "who went o f f on t h e i r own, l i k e medieval 
f r i a r s , and gave concerts, assisted by l o c a l t a l e n t , wherever 
5 
they could take an audience." A "popular scheme of Factory 
Concerts, given by one or two players i n the lunchtime ana midnight 
breaks"^ was developed, and the Halle" arid Liverpool Philharmonic 
Orchestras were subsidised to v i s i t towns which h i t h e r t o .had 
never been able to accomodate top symphony orchestras. This 
was i n f a c t the f i r s t time i n t h e i r h istory that these orchestras 
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had heem able to operate on a continuous and f u l l - t i m e basis. 
7 
'People's Concerts' were given i n areas where workers 
were engaged on war work - as on Tyneside and i n the Midlands. 
Before C.E.M.A., was a year old four hundred concerts a month 
were being supplied a l l over the country. 
Si m i l a r l y i n the f i e l d of drama C.E.M.A.. began to 
undertake d i r e c t sponsorship, having, by 1943,. sixteen companies 
mobile, as we l l as various b a l l e t and opera groups. 
I n the f i e l d of the visual arts C.E.M.A., expanded 
Jones's 'Art f o r the People' scheme. I n 1940 over three hundred 
thousand people v i s i t e d exhibitions i n eighty v i l l a g e s and country 
towns. Many private owners le n t work, and C.E.M.A. i t s e l f 
b u i l t up a c o l l e c t i o n of pictures, buying these at a fi x e d price 
of £ 2 0 . 8 
Further C.E.M.A. a c t i v i t i e s included involvement i n 
the promotion of post-war plans i n architecture, town planning, 
and i n d u s t r i a l design. Thus 'Art f o r the People' exhibitions 
on 'Living i n C i t i e s ' , and, 'The Englishman Builds' were put oa« 
Furthermore; 
B r i t i s h restaurants, which existed by the hundreds i n those 
lean years were decorated with murals designed by Moore, 
Duncan Grant, Sutherland, Piper and others and executed 
by scores of volunteer a r t students. I n B r i t i s h Restaurants, 
too, as i n factory canteens and m i l i t a r y camps, a r t was 
brought home to new customers by a widespread loan service 
of paintings and p r i n t s . Hundreds of thousands of people 
saw these things f o r the f i r s t time, i n the l a s t l o c a l i t i e s 
where such things were ever l i k e l y to be seen: even i n a i r 
r a i d shelters and on barrage balbon s i t e s . ( 9 ) 
As \ / i t h so much connected with a r t and. the state i n 
B r i t a i n , the beginnings of C .E.M.A. had been voluntary ( p r i v a t e ) . 
Thus, despite o f f i c i a l (state) backing, the f i r s t finance of 
twentyfive thousand pounds came from the Pilgrim Trust. Four-
months l a t e r the government, through the Board of Eel n a t i o n , 
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matched th i s with a further tweEtyfive thousand pounds. By 
March 19^2 the Pilgrim Trust withdrew, and a l l further finance 
came d i r e c t l y from the Board of Education. I t was also at t h i s 
time that John Maynard Keynes ( l a t e r Lord Keynes) became chairman. 
Assessment of C.E.M.A. 
C.E.M.A., embodied a ra d i c a l departure not only from 
pre-existing forms of state a r t organisations;, but also from the 
ideology of 'independence' w i t h i n which state policy towards 
the arts had previously been framed. That i s , CE.M.A. 
pursiied policies of d i r e c t control and sponsorship. I t provided 
d i r e c t l y t r a v e l l i n g musicians, opera, b a l l e t , and orchestras, 
going not only i n t o the regions, but int o the smallest villages« 
I n the visual a r t s , s i m i l a r l y , i t went i n t o r u r a l areas and small 
towns with the concept of 'Art for the People' embodying highly-
democratic p r i n c i p l e s . 
I n i t s purchasing policy C.E.M.A. was breaking w i t h 
pre-existing practices through buying paintings and other work 
at a f l a t rate of £20, and thus denying a l l the usual principles 
of the art-market with i t s i n f l a t e d values and hierarchy of 
prices. C,E.M.A.vs placing of murals i n B r i t i s h restaurants, 
and other public places, involved, moreover, the d i r e c t provision 
of a r t i n 'everyday1 places, t h i s provision being a departure 
from the practice of confining a r t t o gall e r i e s and the houses 
of the highest bidders. 
Thus, by contrast to the practices and ideologies of 
ar t we have examined thus f a r , C.E.M.A. , was innovatory i n two-
ways: f i r s t l y i t sponsored directly,, and, secondly, i t broke 
down the c e n t r a l i s a t i o n of the artso 
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These two statements may appear to be contradictory. 
ID. f a c t they are not. For i t was only d i r e c t c e n t r a l sponsorship 
th a t made possible decentralisation - that i s , that made possible 
the promotion of a r t i n regions, v i l l a g e s , f a c t o r i e s , restaurants, 
and. so f o r t h . I have already suggested that the 'laissez-
f a i r e * system of state control ( i . e . where the c e n t r a l state 
(a) makes an a c t i v i t y possible through l e g i s l a t i o n and rates, 
and, (b) w i l l give assistance t o the l o c a l i t y pound f o r pound) 
tends i n f a c t t o preserve a form of provision that i s ( i ) 
geared only towards that which the l o c a l power e l i t e ( f i n a n c i a l , 
p o l i t i c a l and c u l t u r a l ) w i l l support; ( i i ) tending towards 
prestige large-scale projects i n major centres - i n p a r t i c u l a r 
London The 'laissez f a i r e ' system involves ( i n r e a l i t y ) 
c e n t r a l control, but not central provision. By contrast 
the d i r e c t provision, as practised by C.E.M.A. can by-pass 
the l o c a l power e l i t e , and can 'de-centralise' from London 
through central c o n t r o l and provision. 
The 'laissez-faire' system supports the freedoms of 
those with money, knowledge and position; d i r e c t provision and 
control from the centre mates possible the by-passing of these 
persons .and groups and t h e i r freedoms, asserting instead the 
freedom of the consumer to consume, and the producer t o produce; 
f o r a cen t r a l i s a t i o n of administration can bo compatible w i t h 
a decentralisation of production.^ 
C.E.HoAo was deve] c-ped during the emergency of the 
Second World War. I t was that war which made i t possible, f o r 
i t was the emergency of war that meant that parliamentary commissions-, 
enquiries, and the interests of many pressure groups w i t h i n 
education and a r t , could be by-passed. 
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I t was the dis l o c a t i o n of war that made C.E.M.A.'s 
success possible, and i t was the demands of war that led to 
C.E.M.A. being an organisation that actually went t o people, 
rather than i t staying i n London and giving the appearance of 
being f o r people. 
The Arts Council 
I n discussing the Arts Council, set up as the peace-time 
successor to C.E.M.A., i t i s w e l l to bear i n mind our e a r l i e r 
discussion of the ideology of the Royal Academy, aiari the need 
f o r some central regulating influence i n matters of taste, as 
discussed i n the l a s t chapter. I n pa r t i c u l a r I remind the reader 
of the witness of Alexander J. Beresford Hope, M».P» to the 
186>3 Commission of Enquiry i n t o the Royal Academy. 
I t i s i n the l i g h t of the sort of a t t i t u d e towards 
a r t , freedom, and the state, expressed by Hope that we must 
understand the formation of the Arts Council, despite the 
war time experience of C.E.M.A., and despite a hi s t o r y of a r t 
i n which the a r t i s t lias r a r e l y been independent,^ and 
despite the consequences of a government agency refusing to do 
anything d i r e c t l y , being that the agency con only, i n the end,, 
become an organisation that (a) supports and. reproduces the 
ex i s t i n g s i t u a t i o n , (b) refuses to challenge the interests 
a.nd involvement of the exis t i n g s o c i a l , p o l i t i c a l and f i n a n c i a l 
e l i t e s i n a r t . 
We sh a l l examine the Arts Council through i t s own 
words, as i t presents i t s e l f i n the same report as that i n which, 
i t so enthusiastically comraeinorated the a c t i v i t i e s of C.E.M.A.^ ' 
Given the Arts Council's own s e l f image, however, i t i s important 
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to bear i n mind, i n the following, that the Arts Council i s , i n 
f a c t , appointed b£ government, and is financed by government, 
and that i t s continuing success depends on government support* 
For the Arts Council frequently stresses i t s own 
independence and non-governmental character. Thus 
The Arts Council i s not a government Department, and bears 
l i t t l e resemblance to those Ministries of Fine Arts which 
e x i s t i n many other countries. No Minister directs i t s 
policies or decides how and to whom i t s grants s h a l l be 
made. (15) 
Within the same report (published 1956), however, the Arts Council 
offers a description of i t s own organisation which indicates 
a very d i f f e r e n t picture: 
The Arts Council as constituted by the Royal Charter of 
194-6 consists of not more than 16 persons, selected by the 
Chancellor of the Exchequer, a f t e r consultation'with the 
Minister of Education and the secretary of State f o r 
Scotland, together with separate and autonomous committees 
. f o r Scotland and Wales. (16) 
Furthermore: 
A Treasury o f f i c i a l s i t s with the Council, as an assessor; 
he i s there to guide, assist or caution the Council on a.oy 
matters of public f i n a n c e . ( 1 7 ) 
The grant to the Arts Council was at that time made through an 
annual block grant given upon an itemised claim - t h i s meaning, 
f o r instance, that the annual grant to Covent Garden would not 
be available f o r the provinces at the di s c r e t i o n of the Council. 
The above quotations make evident the double position 
of the Arts Council, apparent i n much of i t s l i t e r a t u r e : i t 
stresses on the one hand independence (not being l i k e f o r e i - a 
government departments of a r t ) and yet, on the other hand, 
i t i s evident that i t i s i n f a c t controlled, not only through i t s 
appointments, but even down to the allocation, of money. 
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Most of the Arts Council finance, furthermore was (and 
i s ) spent on subsidies t o 'professional' bodies; that i s , the 
Council f e l t that i t s job was to maintain standards which e x i s t 
i n the professional f i e l d , and to leave amateur organisations 
l S 
to diffuse a r t i n the non-metropolitan, areas. This conception 
of c e n t r a l professional standards 'd i f f u s i n g ' out and down i s 
precisely the conception we saw offered by the Royal Academy 
i n the mid-nineteenth century. Eastlake, we noted p rejected 
the idea that the Royal Academy should become d i r e c t l y involved 
i n arts promotion, arguing that by se t t i n g an example, the 
r a i s i n g of general taste would (somehow) follow. S i m i l a r l y 
Joshua Reynolds i n the late eighteenth century put forward the 
•A W 
same idea. 
The Arts Council r a p i d l y ram down the d i r e c t sponsoring 
inherited from C.E.M.A. D i r e c t l y managed theatres were taken 
over by 'independent' management, and concert and b a l l e t provision 
were also c u r t a i l e d . 
Only i n the f i e l d of the visual arts did the Arts 
Council continue any services resembling the policies of C.E.M.A., 
continuing to mount c i r c u l a t i n g exhibitions to t r a v e l the g a l l e r i e s . 
This policy was maintained, however, on account of there being 
mo non-state body that could take over such a major enterprise. 
However, the more d i r e c t and diffuse a c t i v i t i e s of CE'.MoA.. 
(murals, 'Exhibitions i n small towns and v i l l a g e s , f l a t rate 
purchasing policy) were run down. 
C.E.M.A. had operated through nine regional o f f i c e s , 
as w e l l as offices i n Scotland, and Wales. These offices had 
been, necessary for an organisation d i r e c t i n g and promoting 
a c t i v i t i e s throughout the country. I n l i n e with i t s policy, 
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however, of only promoting professional standards, the Arts 
Council gradually phased out the regional o f f i c e s : three were 
closed i n 1952, and by 1955 the remaining f i v e English 
offices were shut. Three mobile o f f i c e r s (indiv i d u a l s ) were 
substituted, and three more o f f i c e r s were established f o r the 
vis u a l arts (one posted permanently t o Manchester). 
The professional standards that the Arts Council f e l t 
i t s e l f committed to maintaining and encouraging were, of course, 
those ex i s t i n g w i t h i n professional bodies (axiomatic)* Professional 
bodies withi n B r i t a i n are l a r g e l y to be found i n London., and 
therefore, i n practice, the Arts Council of Great B r i t a i n tended 
t o become primarily the Arts Council, of London. 
The Arts Council, i n defending t h i s position,, attempted 
t o argue that the position was, i n some way, normal: 
These changes do not represent, as some c r i t i c s have 
declared, any doctrine of ' c e n t r a l i s a t i o n . 1 The Arts 
Council has been governed from the s t a r t by i t s committees 
i n London. Edinburgh and Ca r d i f f . The Regional s t a f f , 
who worked so devotedly i n t h e i r posts, were never designers 
or arbiters of the Arts Council policy, and the closure of 
the Regional Offices implies no change i n the direction, of 
Council policy. (20) 
The closure of the regional offices may have involved no change 
i n Arts Council policy; i n as f a r as, however, these regional 
offices were inherited from C.E.M.A., a considerable change 
i s involved i n r e l a t i o n t o C.E.M.A. policy. 
A few general points can be made about the arguments 
presented by the Arts Council i n the 1956 report - the report 
i : i which they discuss the history of C.E.M.A. i n r e l a t i o n t o 
21 
t h e i r own a c t i v i t i e s . 
F i r s t , the Arts Council's account of C.E.M.A. i s very 
glowing and complimentary. By contrast the subsequent section 
o u t l i n i n g the development of the A r t s Council i t s e l f i s almost 
a p o l o g e t i c . 
Second, the d i s t i n c t i o n between arateur and p r o f e s s i o n a l 
i s accepted, i n the r e p o r t , w i t h o u t question or discussion,, 
and t h e r e f o r e C.E.M.A.'s sponsorship of the amateur, described 
in the r e p o r t , i s taken as having a r i s e n only from, art emergency (war. 
By i m p l i c a t i o n , t h e r e f o r e , C.E.M.A.'s achievement i n t h i s f i e l d 
i s avoided as a challenge t o the A r t s Council's p r a c t i c e . 
T h i r d , i n discussing i t s withdrawal from the r e g i o n a l 
o f f i c e s ( i n h e r i t e d from C.E.M.A.,) the A r t s Council's r e p o r t i s 
on the defensive* However, i n d i s c u s s i n g the withdrawal of 
d i r e c t sponsorship, t h a t i s , the r e v e r s a l of CoBoMeA.'s p o l i c y 
and achieveneat, the concept o f independence of the a r t s i s invoked. 
Independence, t h a t i s , no d i r e c t s t a t e sponsorship, i s seen i n 
the r e p o r t as being the h e a l t h i e s t s i t u a t i o n f o r the a r t s , 
d e s pite the success a t t r i b u t e d i n the same r e p o r t t o C.E.M.Ao's 
e f f o r t s i n d i r e c t sponsorship. No attempt i s made i n the r e p o r i 
t o suggest why i t i s possible t o see C.E.M.A* .?.s having been 
successful when the p o l i c i e s i t pursued were those t h a t , i n 
1956, the Arts Council dismisses as being unhealthy and te n d i n g 
t o reduce the necessary independence i n the a r t s . 
Fourth, the A r t s Council r e p o r t dismisses C.E.M.A.'s 
success i n f a c t o r y concerts and e n t e r p r i s e s i n out o f the way 
places by arguing t h a t the audiences were ' c a p t i v e ' , and t h a t , 
moreover, there was no t h i n g else t o do i n the war. Also, the 
r e p o r t argues, C.E.M.A. went t o places which sometimes had 
asver seen anything of the s o r t before, and hence, the r e p o r t 
argued, i t was a ' c u r i o s i t y ' t h a t people came t o see, r a t h e r 
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t h a n the a c t i v i t y or performance f o r i t s own sake . 
I n t o t a l these references t o CE.M.A. c o n s t i t u t e an 
attempt t o avoid c o n f r o n t i n g d i r e c t l y the achievement of C.E.M.A. 
This r e f u s a l i s very r e v e a l i n g ; f o r , had C.E.M.A. not e x i s t e d , 
the A r t s Council would have appeared i t s e l f t o be a massive and 
da r i n g experiment despite i t s c e n t r a l i s a t i o n of performances and 
concentration, on p r e s t i g e areas of p r o f e s s i o n a l a r t . I t would 
have been possible t o t a l k of 'greater access' being made a v a i l a b l e 
f o r the a r t s , and the Council, c o u l d have bemoaned the l a c k o f 
a general p u b l i c response. 
Given, however, t h a t the Ar t s Council was i n f a c t 
r e t r e a t i n g from the more general a c t i v i t i e s of C.E.M.A., the 
sense i n which the A r t s Council was attempting t o r e - e s t a b l i s h 
i d e o l o g i c a l l y and p r a c t i c a l l y a more exclusive f i n e a r t and h i g h 
a r t system i s revealed. C.E.M.A. was an embarrassment; hence 
the confusion, and condescension apparent i n the 1956 r e p o r t . 
The A r t s Council's Royal Charter of 194-6 i t s e l f s t i p u l a t e d 
t h a t the A r t s Council should aim t o m a i n t a i n and improve standards. 
The C o u n c i l , t h e r e f o r e , argued t h a t n a t i o n a l i n s t i t u t i o n s were 
i t s f i r s t p r i o r i t y : 
Cove a t Garden, Sadler's Wells and the Old V i c , then, as 
three n a t i o n a l i n s t i t u t i o n s endeavouring t o provide 
exemplary performances i n the metropolis are a primary 
r e s p o n s i b i l i t y of the A r t s C o u n c i l . (.22.) 
I n order t o counter o b j e c t i o n s t h ; t these i n s t i t u t i o n s ( i ) c o s t 
too much, and ( i i ) were i n London, the A r t s C o u n c i l argued t h a t , 
(a) a n i t i o n ' s m etropolis should be the home of i t s major a r t , 
(as w i t h the N a t i o n a l G a l l e r y and the B r i t i s h Museum); (b) i t 
i s n a t u r a l and i n e v i t a b l e t h a t Covent Garden, Sadler's Wells and 
the Old Vic should be i n London; (c ) the A r t s C o u n c i l d i d n o t 
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s e t up these i n s t i t u t i o n s , b ut simply took over the best, which 
23 
happened t o be; i n London,, 
Furthermore, i t i s argued i n . t h e 1956 r e p o r t t h a t , g i v e n 
l i m i t e d resources, i t was b e t t e r t h a t the A r t s C o u n c i l should 
support 'power houses' - i . e . centres of excellence where the 
a r t s could be b u i l t up and d i f f u s e d * r a t h e r t h a a subsidise empty-
seats i n places showing l i t t l e i n t e r e s t ( i . e . the provinces)° 
I n these forms the arguments presented are weak and 
incoherent; many e l i t i s t assumptions are e v i d e n t . However, 
the arguments are a c t u a l l y no more than a restatement of the 
t r a d i t i o n a l view of High A r t and High C u l t u r e ; centres o f 
excellence and the d i f f u s i o n o f c u l t u r e from the centre and so 
f o r t h are concepts we have seen common throughout the 19th 
cent u r y and bef o r e . 
I t i s only the j u x t a p o s i t i o n of the A r t s Council w i t h 
C.E.M.A., t h a t makes the condescension and e l i t i s m , so apparent, 
and which makes the decisions l y i n g behind p a r t i c u l a r choices 
i n p o l i c y so e v i d e n t . For the Arts C o u n c i l , i n s t e a d of 
being able t o adopt and b u i l d a ' l a i s s e z - f a i r e ' p o l i c y as a 
n o n - i n t e r v e n t i o n i s t stance, a c t u a l l y had t o dismantle the 
p r e - e x i s t i n g s t r u c t u r e s ; n o n - i n t e r v e n t i o n became revealed,, 
t h e r e f o r e , as a d e f i n i t e p o l i c y w i t h r e a l r e s u l t s . 
I t i s because the r e c o n s t r u c t i o n of the ' l a i s s e z - f a i r e ' 
concealed c o n t r o l ideology and p r a c t i c e under the A r t s Council 
r e q u i r e d the Arts C o u n c i l t o a c t u a l l y reverse an achievement and 
d i s e s t a b l i s h an o r g a n i s a t i o n , t h a t the e m p i r i c a l c o n t r a s t i s 
both so i n t e r e s t i n g and so r e v e a l i n g of possible a l t e r n a t i v e s i n 
s t a t e i n t e r v e n t i o n . 
272 
I do not wish i t t o appear t h a t the A r t s Council was 
engaging i n no p r o v i n c i a l a c t i v i t y ; i t was. I t was the r a t i o 
beti/eert spending on London p r o f e s s i o n a l a c t i v i t i e s , and spending 
on other a c t i v i t i e s t h a t aroused resentment i n the e a r l y 
• f i f t i e s , , as i t s t i l l does. 
Furthermore, by the 194-8 l o c a l government a c t , i t had been 
made possible f o r l o c a l a u t h o r i t i e s t o spend on the a r t s beyond 
the p r o v i s i o n of g a l l e r i e s - thus t o some e x t e n t i t could be s a i d 
t h a t the 'regions' were being s p e c i a l l y catered f o r . However, 
the A r t s Council's comment on. l o c a l government spending on the 
a r t s i s very r e v e a l i n g of the Council's p o s i t i o n and ideology: 
C e r t a i n l o c a l a u t h o r i t i e s have shown aa excess of z e a l 
by p r o v i d i n g concerts and plays under t h e i r own management, 
am endeavour which could seem t o be even i f not designed 
as such a movement towards 1'Art O f f i c i a l and, on t h a t 
ground, as dangerous as s i m i l a r p r o v i s i o n by a c e n t r a l 
quasi-governmental body such as the A r t s C o u n c i l . 
For, above a l l , i t was stressed, the a r t s must be s e l f - g o v e r n i n g : 
I n t h i s country, a t l e a s t , i t has already been abundantly 
demonstrated t h a t Government patronage and L o c a l Government 
patronage can be exercised w i t h o u t any abrogat i o n of the 
p r i n c i p l e of self-government i n the a r t s . 
The language i n the f i r s t of these quotations i s remarkably 
s t r o n g , i n d i c a t i n g y e t again the importance placed on the appearance 
of independence. The p r i n c i p l e u n d e r l y i n g the A r t s Council 
view i s t h a t expressed so s u c c i n c t l y by Beresford Hope i n 1363; 
S e l f - e l e c t e d c o r p o r a t i o n s keeping the a d m i n i s t r a t i o n i n 
check i s of the genius of the E n g l i s h C o n s t i t u t i o n . (25) 
I t i s i n t h i s sense t h a t the Ar t s Council i s s t r e s s i n g a ' l a i s s e z * 
f a i r e ' approach, i m p l y i n g the s t a t e g i v i n g assistance t o the 
e x i s t i n g f i n a n c i a l , p o l i t i c a l and c u l t u r a l e l i t e s , while 
&t the same time m a i n t a i n i n g a disguised p o w e r — the power of 
appointment and the purse s t r i n g * 
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Consideration, of C.E.M.A. and the A r t s Council 
The d i f f e r e n c e s between C.E.M.A. and the A r t s C o u n c i l 
d e r i v e not so much from what each does, or d i d , b u t r a t h e r from 
what a r t i s seen as b e i n g . That i s , when the A r t s C o u n c i l 
t a l k e d of the n e c e s s i t y f o r m a i n t a i n i n g h i g h p r o f e s s i o n a l standards 
i t was i n f a c t making a statement about what a r t i s : i m p l i c i t 
i s an idea t h a t w i t h o u t the maintenance of h i g h standards by 
pr o f e s s i o n a l s , a r t w i l l , somehow, 'go away', or d e c l i n e and 
w i t h e r . I m p l i c i t i n the p o l i c i e s of C.E.M.A..,: i s the idea t h a t 
a r t i s something t h a t can be c a r r i e d out i n a more broadly 
based and p h y s i c a l l y d i f f u s e d sense,. I t was able t o do t h i s on 
a very low budget. The A r t s C o u n c i l i s expensive not because 
a r t as such i s expensive, but bee.use t h a t p a r t i c u l a r conception 
o f a r t supported by the Arts Council i s expensive. A primary 
concern, f o r instance, o f the A r t s C o u n c i l i n the 1960's and 
1970*s- i s b u i l d i n g s ; w i t h o u t b u i l d i n g s of a s u i t a b l e standard, 
i t i s argued, a r t cannot be performed outside the major m e t r o p o l i t a n 
c e n t r e s . C.E.K.A. however, found b u i l d i n g s , and performed i n 
places t h a t do not have the c u l t u r a l or p h y s i c a l splendour 
and space now requiredo Behind these differences,, t h e r e f o r e , 
l i e two conceptions o f a r t : i n one a r t i s a j e w e l t o be 
f i n e l y s e t ; i n the other i t i s something t o be p r a c t i s e d i n a l l 
manner of places f o r i t s own. sake. 
Both C.E.M.A. and the A r t s C o u n c i l , however, prompted or 
promoted conceptions of a r t t h a t l i e on a narrow continuum. 
Neither challenge the concept and p r a c t i c e of a r t as such -
as d i d W i l l i a m M o r r i s . Rather C.E.M.A. was a r a d i c a l 
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and popular experiment, and the A r t s Council a more s o c i a l l y 
e x c l u s i v e and e l i t i s t r e a c t i o n . 
CE.M.A., i t must be remembered, was set up as 
a 'morale booster'* That i s , i t operated and e x i s t e d w i t h i n 
t h a t view of a r t so c l e a r l y expressed i n the n i n e t e e n t h century, 
which saw a r t as an a l t e r n a t i v e t o drunkenness, loose behaviour, 
l a z i n e s s , and unwanted p o l i t i c a l a c t i v i t y and d i v i s i o n s . Thus 
a r t , as something ' n a t i o n a l ' , could u n i t e the n a t i o n ; i t was 
above c l a s s , and could e l e v a t e , u n i f y , and boost morale c 
The A r t s C o u n c i l Continued 
I n 1961 the A r t s C o u n c i l r e t u r n e d t o the discussion, of 
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the dangers of s t a t e c o n t r o l . I t argued t h a t 
I t would be wrong on a l l counts t o n a t i o n a l i s e t h e a t r e s and 
t o make the p r o v i s i o n of thea t r e s and concert h a l l s a 
Government r e s p o n s i b i l i t y , although there are e v i d e n t l y 
ways i n which the Government could and should s t i m u l a t e 
l o c a l i n i t i a t i v e , e.g. . by enabling the A r t s Council t o 
c o n t r i b u t e on a l i m i t e d scale t o new b u i l d i n g p r o j e c t s by, 
, say, equipping a new municipal t h e a t r e w i t h a stage l i g h t i n g 
system. (27) 
And the r e p o r t commented approvingly t h a t 
Local A u t h o r i t i e s as a r u l e are w i d e l y r e f r a i n i n g from 
assuming the a c t u a l management of orchestras and r e p e r t o r y 
companies, and are l e a v i n g these d u t i e s t o s e l f - g o v e r n i n g 
boards or t r u s t s of l o c a l people on which they seek no more 
th a n a token or m i n o r i t y r e p r e s e n t a t i o n . (28) 
F e a r f u l as-ever of s t a t e c o n t r o l , the A r t s C o u n c i l report-went on 
t o stress the need f o r what i t termed 'corporate r e s p o n s i b i l i t y ' : 
Patronage should d i s c l o s e , so t o speak, a molecular s t r u c t u r e 
of r e p r e s e n t a t i o n ; i t should be shared by i n d i v i d u a l s - l o c a l 
and c e n t r a l government, v o l u n t a r y bodies, i n d u s t r y , and the 
u n i v e r s i t i e s . The makings of such a combination of for c e s 
axe t h e r e , but so f a r they have r a r e l y come t o g e t l i e r i n a 
u n i f i e d e f f o r t i n any c i t y or r e g i o n . Examples of corporate 
r e s p o n s i b i l i t y f o r the a r t s are rare i n t h i s c o u n t r y . (29) 
I n the above the Ar t s C o u n c i l i s seeing two thi n g s as 
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being i n o p p o s i t i o n t o one another; on the one hand c e n t r a l or 
l o c a l b u r e a u c r a t i c c o n t r o l , and, on the other hand, 'corporate 
r e s p o n s i b i l i t y ' ( u n i v e r s i t i e s , i n d u s t r y , v o l u n t a r y bodies, and 
• i n d i v i d u a l s ' ) . The l a t t e r , i t i s i m p l i e d , embodies freedom; 
the former non-freedom (1 ' A r t O f f i c i a l e , as they c a l l e d i t i n the 
1956 r e p o r t ), 
The p r e s e n t a t i o n of the argument here serves t o give 
the impression t h a t these two forms o f c o n t r o l are a t two ends 
of a spectrum embracing a l l the p o s s i b i l i t i e s . On the one hand 
we are o f f e r e d the st a t e (by d e f i n i t i o n , i t i s implied,, a 'dangerous' 
t h i n g ) , and, on the other hand, loose a s s o c i a t i o n s o f i n t e r e s t e d 
p a r t i e s (the l o c a l and c e n t r a l p o l i t i c a l , c u l t u r a l and s o c i a l 
r u l i n g c l a s s e s ) * The argument thus i m p l i c i t l y denies t h a t which 
the experience of C.E.M.A. showed t o be p o s s i b l e , i . e . the 
sense i n which c e n t r a l s t a t e c o n t r o l can be a way of making a r t 
more 'democratic'. Not only d i d the c e n t r a l s t a t e c o n t r o l of 
C.E.M.Ac make possible a d e c e n t r a l i s a t i o n of performance and 
d i s p l a y , but i t made i t possible t o go t o audiences (and t o i n v o l v e 
audiences) who d i d not have the c u l t u r a l or f i n a n c i a l or p o l i t i c a l 
background and p o s i t i o n necessary under the A r t s C o u n c i l 'corporate 
r e s p o n s i b i l i t y * system,, A system such as t h a t s et up under 
CoS.MoAo does n o t preclude i n d i v i d u a l a c t i o n aud i n i t i a t i v e , 
as the A r t s C o u n c i l i m p l i e s . On these l i n e s the A r t s C o u n c i l 
argued i n 1961 t h a t , 
The i n h e r e n t danger i n State and mun i c i p a l patronage i s 
t h a t i t could d i m i n i s h the precious sources of s t r e n g t h 
which l i e i n the good c i t i z e n ' s ( s i c ) r e c o g n i t i o n of the 
value of the a r t s t o a modern s o c i e t y . 
I t i s important t o note i n these quotations from A r t s 
Council r e p o r t s the sense i n which a r t i s something 'cut t h e r e ' . 
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That i s , the form of corporate or i n d i v i d u a l r e s p o n s i b i l i t y 
and p a r t i c i p a t i o n t h a t i s being t a l k e d about i s the passive 
p a r t i c i p a t i o n of being an audience - of being a buyer, a 
consumer, or the member of a c o n t r o l l i n g body. This ' p a s s i v i t y ' 
f o l l o w s d i r e c t l y from the A r t s Council's e a r l i e r r e j e c t i o n of 
the amateur, and the commitaemt t o c e n t r a l p r o f e s s i o n a l standards.. 
The A r t s become, and are maintained and d e f i n e d as, l e i s u r e 
a c t i v i t i e s : a c t i v i t i e s o f great moral and/or s p i r i t u a l v alue, 
but outside everyday l i f e . 
I t i s t h i s : a b s t r a c t i o n of a r t from everyday l i f e t h a t 
W i l l i a m Morris was most c r i t i c a l o f , and which he diagnosed as 
being r e l a t e d t o and the r e s u l t of the d i v i s i o n of labour under 
c a p i t a l i s m . I t i s , moreover, the sense i n which a r t i s t r e a t e d 
as being both something e s s e n t i a l l y useless, and, a t the same 
time, something extremely v a l u a b l e , and of 'our' h e r i t a g e ' , t h a t 
I am. arguing i s c e n t r a l t o the r o l e o f a r t as ail aspect of the 
ideology appropriate t o the r u l i n g classes under 20th century 
B r i t i s h c a p i t a l i s m . 
I n the A r t s Coimc.il's 196& r e p o r t a r t i s most d e f i n i t e l y 
a ' l e i s u r e ' a c t i v i t y (a p e r i p h e r a l a c t i v i t y ) ; a t the same t i m e , 
however, a s p e c i a l value i s i m p l i e d . A r t i s thus, i n the f o l l o w i n g 
q u o t a t i o n , of the same 'type' of a c t i v i t y as "bingo" and "capers 
on the Costa Brava", but i t i s very d i f f e r e n t from these i n 
moral v a l u e e Thus 
the paramount t r u s t e e s h i p of the a r t s i n B r i t a i n to-day 
i s vested i n t h a t percentage of the p o p u l a t i o n which r e j e c t s 
the assumption t h a t sessions of bingo and carers cn the Costa 
Brava are the b e - a l l and the e n d - a l l o f our new l e i s u r e . (31) 
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Note also i n t h i s q u o t a t i o n the term ' t r u s t e e s h i p ' : j u s t as i n 
1956 the A r t s C o u n c i l had t o 'maintain p r o f e s s i o n a l standards',, 
so now i n 1966 they t a l k of 'trusteeship':«• the i m p l i c a t i o n i s 
t h a t a r t i s a precious j e w e l r e q u i r i n g s p e c i a l n u r t u r i n g . 
I t i s not , thus, something 'people' make, and do, but r a t h e r something 
t h a t s p e c i a l people p r o t e c t and m a i n t a i n . Note moreover t h a t 
the producers and makers are a separate group from the "good 
citizens';! r e f e r r e d t o e a r l i e r , who are, presumably, the " t r u s t e e s " . 
The Problem of 'Doing' and 'Not-Doing' 
'Freedom' and ' i n d i v i d u a l r e s p o n s i b i l i t y ' are two of 
the concepts c e n t r a l t o the ideology of the r u l i n g classes i n 
19th and 2 0 t h century B r i t a i n . These freedoms and r e s p o n s i b i l i t i e s 
emerged h i s t o r i c a l l y i n r e l a t i o n t o the development of the 
c a p i t a l i s t economy, and i n o p p o s i t i o n t o f e u d a l s o c i a l r e l a t i o n s , 
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commitments, and r e s p o n s i b i l i t i e s . 'Freedom' and ' i n d i v i d u a l 
r e s p o n s i b i l i t y ' , as we have seen, are c e n t r a l a l s o t o the 
ideology of a r t as expressed by l e a d i n g members of the A r t s C o u n c i l 
and the mid-nineteenth century Royal Academy. 
These freedoms and r e s p o n s i b i l i t i e s apply and. are 
ap p l i e d (by the s t a t e and the r u l i n g classes) d i f f e r e n t i a l l y t o 
the various sections of the p o p u l a t i o n : thus the 19th century 
design schools were set up f o r the t r a i n i n g of s k i l l e d workers, 
and were e s t a b l i s h e d under a department of science and a r t ; the 
Royal Academy, by c o n t r a s t , wad set up as ' f r e e ' by Royal Char t e r , 
and provided w i t h i t s own premises w i t h i n which i t could be s e l f 
managing and s e l f e l e c t i n g . 
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Twentieth, century B r i t i s h c a p i t a l i s m has witnessed, 
however, art a c c e l e r a t i n g development of the s t a t e - a development 
t h a t has r a i s e d obvious problems a t the l e v e l , of the o p e r a t i o n 
and coherence of an ideology embodying 'freedom* and 1 s e l f - r e s p o n -
s i b i l i t y ' o The lower working classes are s t i l l 'done t o 1 as i n 
the 19th century, v i a the s t a t e welfare systems and education 
and h e a l t h systems. W i t h i n these spheres and i n r e l a t i o n t o 
the lower working classes no major problem of the i n c o m p a t i b i l i t y 
of the ideology w i t h the p r a c t i c e would appear, e m p i r i c a l l y , 
t o have a r i s e n . But the s t a t e i s a l s o i n v o l v e d now massively 
w i t h a l l classes of the p o p u l a t i o n - not only a t the l e v e l o f 
t a x a t i o n , but a t the l e v e l o f broadcasting, education, h e a l t h , 
a r t s , general l o c a l s e r v i c e s , and so f o r t h . 
" S e l f - e l e c t e d c o r p o r a t i o n s " are one way i n which the 
B r i t i s h s t a t e has attempted t o resolve the perceived i n c o m p a t i b i l i t y 
between an ideology of freedom and s e l f - r e s p o n s i b i l i t y , and 
the a c t u a l presence of the s t a t e i n a i l spheres of l i f e . Thus 
not only the B.B.C. and the A r t s C o u n c i l , but t o u r i s t boards 
and development c o r p o r a t i o n s and advisory consumer bodies are 
s e t up as i f independent; and, o f course, a form of c o n s t i t u t i o n a l 
independence, despite f i n a n c i a l c o n t r o l and c o n t r o l of appointmerts, 
does r e s u l t i n a l i m i t e d r e a l independence. 
The problem f o r the A r t s C o u n c i l was t h a t , d espite i t s 
n o t i o n a l independence, i t s t i l l saw i t s e l f , and feared others 
would see i t as, a s t a t e venture (as i t i s ) . I n an e a r l i e r 
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q u o t a t i o n i t s t y l e d i t s e l f as "quasi-governmental". 
However, the A r t s Council had and has a r e s p o n s i b i l i t y 
f o r the a r t s of the whole n a t i o n - a r e s p o n s i b i l i t y i t was 
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u n w i l l i n g t o f u l f i l l i n a d i r e c t sense, due t o the e x t e n t t o which 
t h i s would i n f r i n g e upon, the concepts of freedom and s e l f - r e s p o n -
s i b i l i t y c e n t r a l t o the ideology of a r t and s o c i a l democracy* 
The A r t s Council thus had a problem I have termed 
'doing' and 'not doing' - or, i n other words, a problem o f how 
t o 'do t h i n g s ' w i t h o u t appearing t o 'do t h i n g s ' . 
I n the n i n e t e e n t h century t h i s problem was resolved 
v i a a two t i e r system; t h a t i s , the Royal Academy e x i s t e d as a 
' f r e e ' i n s t i t u t i o n , pursuing high a r t , while the s t a t e a r t and 
design schools, and the South Kensington Museums,, f u l f i l l e d a 
wider and more d i r e c t f u n c t i o n , oa.a broader s o c i a l l e v e l . 
I t was i n the e a r l y 1960's t h a t the A r t s C o u n c i l 
began t o move towards a possible s o l u t i o n t o i t s problem of 
a c t i n g w i t h o u t i n f r i n g i n g freedoms. This s o l u t i o n came through 
the development o f the f i r s t 'Regional A r t s A s s o c i a t i o n ' i n the 
n o r t h of England. I t was t h i s new form of o r g a n i s a t i o n t h a t was 
t o provide the model f o r the type of 'corporate' body t h a t the 
Art s Council hoped f o r , and which would le a d t o a system i n which 
the A r t s Council could appear t o e x i s t as a ' b u f f e r ' between 
the government and the r e g i o n a l a s s o c i a t i o n s , and the r e g i o n a l 
associations could appear as a ' b u f f e r ' between performers, 
audiences, and the Ar t s C o u n c i l . The system t h a t was t o r e s u l t 
would, t h e r e f o r e , take the form of a f o u r - t i e r arrangement: 
government, A r t s C o u n c i l , Regional A s s o c i a t i o n , performers and 
audience. 
At a l a t e r p o i n t i n t h i s ch.pter we s h a l l examine how 
the concepts of freedom and independence call e x i s t w i t h i n such 
a f o u r - t i e r system, and the extent t o which t h i s i s a ' l a i s s e z -
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f a i r e ' system t h a t i n r e a l i t y only disguises forms o f d i r e c t 
c o n t r o l . 
The Role of Organised Labour, and the 'Capturing' of the Young 
I n l i n e w i t h i t s hopes f o r a form o f corporate responsib-
i l i t y , the A r t s Council hoped t h a t organised labour would come 
i n c r e a s i n g l y t o play a p a r t w i t h i n the bodies supporting the a r t s . 
Thus f a r , the C o u n c i l commented, 
The c o n t r i b u t i o n which i n d u s t r y makes t o the a r t s - a 
growing and welcome one - comes a t present almost e n t i r e l y 
from the shareholders; (34) 
The workers, t h e r e f o r e , who, i n the eleventh annual r e p o r t of the 
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A r t s C ouncil, had been dismissed on the grounds t h a t they only 
attended C.E.M.A. concerts because, i n t h e i r f a c t o r i e s , they 
were a 'captive' audience, were now being appealed t o f o r money. 
I n f a c t , the A r t s Council argued, since shareholders gave money, 
a s i m i l a r response from organised labour would be a welcome 
ac t of s o l i d a r i t y . (36) 
The l a c k of s o l i d a r i t y between the nation's shareholders, 
a r t l o v e r s , and workers i s a subject we s h a l l have t o r e t u r n t o 
l a t e r . For the moment i t i s worth n o t i n g i t only i n as f a r as, 
by the mid 1960's, l a c k of mass r e a c t i o n t o and p a r t i c i p a t i o n 
i n the a r t s was being seen as a problem the s o l u t i o n of which 
l a y i n 'catching' people young. -" Thus a l a c k of d i f f u s i o n of 
a r t (which I am arguing must be understood i n class terms) 
was being discussed i n generational terms. Thus i n 1966 the 
A r t s Council annual r e p o r t was arguing: 
I f now b a t t l e i s j o i n e d f o r the a l l e g i a n c e of young people 
between the a t t r a c t i o n of f a c i l e , s l a c k and u l t i m a t e l y 
debasing forms of s u b - a r t i s t i c u n d e r - c i v i l i s e d enter t~.inment, 
and the c o n t r a r y a t t r a c t i o n of d i s c i p l i n e d a p p r e c i a t i o n 
and hard, rewarding work, then we need t o know and t o e n l i s t a l l 
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the a l l i e s we can. get* (37) 
I n the above the a d j e c t i v e s ' f a c i l e ' , 'slack' and ' u l t i m a t e l y 
debasing 8 are terms we might ( c o n v e n t i o n a l l y ) expect from a mid-
n i n e t e e n t h century cleric» The c h a r a c t e r i s a t i o n o f the c u l t u r e 
of the young (working c l a s s ? ) moreover, as ' s u b — a r t i s t i c 1 
and ' u n d e r - c i v i l i s e d ' i s r e v e a l i n g of the values and m o r a l i t y 
a t t r i b u t e d t o a r t (and hence of i t s possible i d e o l o g i c a l importance) 
The words ' d i s c i p l i n e d ' and 'hard, rewarding work' i n d i c a t e 
the behaviour associated w i t h a r t , and the forms of behaviour 
t h a t i t was expected t h a t an : a p p r e c i a t i o n of a r t would l e a d t o 0 
The words ' d i s c i p l i n e d ' and ' a p p r e c i a t i o n ' are l i n k e d , i n d i c a t i n g 
the sense i n which the p a r t i c i p a t i o n , i n a r t being discussed 
i s 'passive* ? f o r ' a p p r e c i a t i o n 1 i s a passive a c t , and ' d i s c i p l i n e d 
a p p r e c i a t i o n ' even more so. 
A P o l i c y f o r the A r t s 
In. February 1965 the Prime M i n i s t e r presented t o Parliament 
a major statement on a r t s p o l i c y , 'A P o l i c y f o r the A r t s - the 
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f i r s t steps'. The document was seen as l a y i n g the grounds f o r 
a new coherent p o l i c y f o r a time of g r e a t e r l e i s u r e , and the 
t h i n k i n g i n the paper both echoes much t h a t we have seen i n A r t s 
C o u n c i l statements, and i s f u r t h e r r e v e a l i n g o f the s o c i a l meaning 
and r e l a t i o n s of a r t i n m i d - t w e n t i e t h century B r i t a i n * 
J ust as the A r t s C o u n c i l was, a year l a t e r , t o t r a n s l a t e 
the phenomenon of l a c k of general p a r t i c i p a t i o n ( e s p e c i a l l y working 
class p a r t i c i p a t i o n ) i n the a r t s i n t o a problem i n ' g e n e r a t i o n a l ' 
terms, so also w i t h the 1965 White Paper. I t was noted t h a t 
too many working people have been c o n d i t i o n e d by t h e i r 
education and environment t o consider the best in music, 
p a i n t i n g , s c u l p t u r e end l i t e r a t u r e outside t h e i r reach* (/VO) 
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This ' c o n d i t i o n i n g ' could he a l t e r e d i n a "younger g e n e r a t i o n " t 
who, 
more s e l f - c o n f i d e n t than t h e i r e l d e r s , and beginning t o be 
give n some f e e l i n g f o r drama, music, and the v i s u a l arts,, 
i n t h e i r school years, (41) 
w i l l want " g a i e t y and c o l o u r , i n f o r m a l i t y and experimentation.."^ 
I n the paragraph t h a t f o l l o w s from t h i s the usual 
separation between h i g h standards and c u l t u r e , and l i g h t or 
greeable entertainment i s made. I n t h i s instance the l a t t e r 
i s seen as a means whereby people can be brought i n t o contact 
w i t h the former; 
Some of our new c i v i c centres and a r t centres already 
demonstrate t h a t an agreeable environment and a jealous 
regard f o r the maintenance of high standards are not incom-
p a t i b l e • Centres t h a t succeed i n p r o v i d i n g a f r i e n d l y 
meeting ground where both l i g h t entertalament and c u l t u r a l 
p r o j e c t s can be enjoyed h e l p t o break down the i s o l a t i o n 
from which both a r t i s t and p o t e n t i a l audience have s u f f e r e d 
i n the past. (43) 
Much of t h i s may be p e r f e c t l y t r u e . But, note a l s o what i s 
im p l i e d or assumed i n the paragraph. I n e f f e c t i t i s being 
argued t h a t people w i l l come t o c u l t u r e i f the ! p i l l i s sugareds 
t h a t i s , i f the environment i s made s u f f i c i e n t l y seductive and 
s u f f i c i e n t l y l i k e ' l i g h t e ntertainment'. C u l t u r a l " p r o j e c t s " 
can then be introduced i n such an environment - and one ought 
again t o pause and ask, "Why?". That i s , i f c u l t u r a l ' p r o j e c t s ' 
a r e , as we are t o l d , g e n e r a l l y n o t appreciated, why a l l t h i s 
e f f o r t t o introduce them by, so t o speak, the back door? 
I would of course a.nswer my own question by again s t r e s s i n g the 
i d e o l o g i c a l r o l e of a r t along the l i n e s being developed i n t h i s 
t h e s i s . And I would also p o i n t out i n the above paragraph 
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the ways i n which c e r t a i n forms o f phrasing i n d i c a t e again the 
sense of a r t as a t h i n g a p a r t , and a t h i n g o f great p r o f e s s i o n a l 
e x p e r t i s e ( r a t h e r than a t h i n g done by o r d i n a r y people). Thus 
".-jealous ( s i c ) regard f o r the maintenance of h i g h standards" 
i s emphasised, and " l i g h t entertainment" i s entertainment, 
whereas " c u l t u r a l p r o j e c t s " are " p r o j e c t s " . 
The 1965 White Paper d i d recognise the d i s p a r i t y between 
London and the r e s t of the U n i t e d Kingdom as regards c u l t u r a l 
p r o v i s i o n . I t was argued t h a t "high p o i n t s of a r t i s t i c 
excellence" are r e q u i r e d i n the provinces and i t was 
important, moreover, t o provide these "high p o i n t s " a l l over the 
provinces, f o r c i v i l i s a t i o n and a r t i s t i c amenities were seen as 
c l o s e l y l i n k e d ; 
I n any c i v i l i s e d community the a r t s and associated amenities, 
serious or comic, l i g h t or demanding, must occupy a c e n t r a l 
place. Their enjoyment should not be regarded as something 
remote from everyday l i f e . (4-5) 
This, being w r i t t e n i n the mid ' s i x t i e s , was of course p a r t of 
the widespread optimism associated w i t h t a l k of increased 
l e i s u r e and the white heat o f t e c h n o l o g i c a l r e v o l u t i o n s s o c i a l 
problems were seen as s o l u b l e and the " q u a l i t y of contemporary 
l i f e " was seen as a primary concern Fote, however, t h a t 
the "high p o i n t s of a r t i s t i c excellence", however many they may 
be, are "high p o i n t s " ; i . e . the conception i s of t h i n g s apart 
and above - t h i n g s not of everyday l i f e (as l i v e d by o r d i n a r y 
people) but r a t h e r t h i n g s merely s c a t t e r e d among them t o e n r i c h 
the q u a l i t y of t h e i r l i v e s (an enrichment from o u t s i d e , and i n 
r e l a t i o n t o which the people are p a s s i v e ) . 
I n d i s c u s s i n g education the idea of 'catching' the young 
was again returned t o . For, 
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I f c h i l d r e n a t an e a r l y age become accustomed t o the idea 
of the a r t s as a p a r t of everyday l i f e , t h o y are more 
l i k e l y i n m a t u r i t y f i r s t t o accept and then t o demand them. . . . 
The place t h a t the a r t s occupy i n the l i f e of the n a t i o n 
i s l a r g e l y a r e f l e c t i o n of the time and e f f o r t devoted t o 
them i n schools and c o l l e g e s . (4'7) 
E a r l i e r the White Paper presented the view that- c u l t u r e could 
be o f f e r e d t o people v i a agreeable surroundings and i n the conte x t 
of l i g h t entertainment. Here, much more f i r m l y , we are being 
o f f e r e d a p a r t i c u l a r view of education, and the e x t e n t t o which 
i t i s possible t o i n c u l c a t e c u l t u r e , and associated forms of 
behaviour, through a s p e c i f i c form of s o c i a l i s a t i o n imposed on 
a captive (young) audience.. Again one might ask why the s t a t e 
has t o t r y so hard t o i n c u l c a t e something t h a t i s so. v a l u a b l e . 
One f i n d s , however, t h a t , again i n di s c u s s i n g education, h i g h 
standards are ret u r n e d t o , and i t i s s t a t e d t h a t 
. Success w i l l depend t o a great e x t e n t on what i s done in. 
the places where research i s undertaken, where standards 
are s e t , and where expert p r a c t i t i o n e r s are educated. (4.3) 
I t i s , t h e r e f o r e , again made evident t h a t a r t , however much the 
wider public i s t o be i n v o l v e d , i s something t h a t i s e s s e n t i a l l y 
produced by and performed by t h i s group of e x p e r t s . C u l t u r e 
i s , t h e r e f o r e , something t h a t can be sa.voured but n o t made by 
the proposed new wider p u b l i c brought up t o expect i t i n the new 
a r t s - o r i e n t a t e d schools. 
For the 1965 White Paper 'Culture' i s a t h i n g ' d i f f u s e d ' . 
D i f f u s i o n implies t h a t there i s a centre - d i f f u s i o n must be from 
some p o i n t . That i s , the concept of d i f f u s i o n i m p l i e s c e n t r a l i s a t i o n 
I.Q 
and l a c k o f mass c r o . - i t i v i t y . * T Thus i t i s st a t e d t h a t 
d i f f u s i o n of c u l t u r e i s now so much a p a r t of l i f e t h a t 
there i s no precise p o i n t a t which i t s t o p s . Advertisements, 
b u i l d i n g s , books, motor cars, r a d i o and. t e l e v i s i o n , magazines,, 
records, a l l ! , cnn c a r r y a c u l t u r a l . a s p e c t and a f f e c t our l i v e s 
f o r good or i l l as a species of 'amenity'. (50) 
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Note i n t h i s statement the implications of the term "Cultural 
aspect". This conveys exactly that separation of a r t and design 
from production and manufacture that William Morris analysed; 
culture is being seen as an addition and an over-lay. 
This ' c u l t u r a l aspect 1 i s , moreover, e x p l i c i t l y seen 
as an anti-dote to i n d u s t r i a l i s a t i o n and mechanisation; 
I n aa age of increasing automation bringing more leisure to 
more people than ever before, both young and old w i l l 
increasingly need the stimulus and refreshment that the 
arts can bring. I f one side of l i f e i s highly mechanised, 
another side must provide for d i v e r s i t y , adventure, 
opportunities both t o appreciate and to participate i n . a 
wide range of i n d i v i d u a l pursuits,, (51) 
Thus the arts and culture, i n the form of " i n d i v i d u a l pursuits" 
i s seen as a compensation f o r dehumanisation or boredom 
implied by mechanisation i n work, and the leisure supposed to 
follow from mechanisation. This i s very much the argument 
we encountered i n nineteenth century material, v/ithin which 
culture i s seen as c i v i l i s i n g the worker, without i t being 
necessary to make his work-place more bearable, or his work more 
creative. 
However, never i n the nineteenth century could anyone 
have been as e x p l i c i t as i n the 1965 White Paper i n describing 
arts provision as a 'social service', as i n the following: 
A l l new social services have t o f i g h t long and hard before 
they establish themselves. Only yesterday i t was the f i g h t 
f o r a free health service. The day before i t was the 
struggle to win education f o r a l l . (52) 
Describing the provision of arts as a s o c i a l service i s , however, 
the culmination of trends we have noted i n the 19th century, 
with the gradual movement from state provision f o r the working 
class being ' c h a r i t y 1 , to state provision f o r a l l classes as 
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an. amenity. Involved i n t h i s change i s the r e a l i s a t i o n by 
sections of the middle class that the state can provide f o r 
them. 
To expand t h i s point further,- the view of arts 
provision as a social service represents, or i s related t o , 
changes i n class arrangements between the eighteenth century and 
the present day. I n the eighteenth century the a r i s t o c r a t 
could employ singers, musicians, drama groups, and he could 
purchase his own personal a r t g a l l e r y . I n the nineteenth century 
many of the new r i c h could also buy a r t f o r personal use. A 
large section of the new middle class could not, however, and 
cannot purchase personally a l l that c i v i l i s a t i o n meant and was 
f o r the aristocracy. C o l l e c t i v e l y , however, as 'public' the 
middle classes can. That i s , through resources being collected 
and directed through and by the state, i t is possible to have 
l i b r a r i e s , g a l l e r i e s , concert h a l l s , theatres, university 
education, national parks, and so f o r t h . As 'public' provision 
these are open to a l l , and are used by a l l sections of the 
community. I t i s on account of the r e l a t i v e degree of use 
of these f a c i l i t i e s by d i f f e r e n t classes, and on account of the 
type of control of these f a c i l i t i e s , and on account of the sorts 
of values and d e f i n i t i o n s of these f a c i l i t i e s involved, that 
we can c a l l these amenities 'middle class' provisions. 
"W° are a l l middle class now" 
The sense i n which the public provision of arts takes 
place with i n an ideological formulation that denies social and 
class differences is made clear again i n the closing section of 
the 1965 White. Paper, 'A Policy f o r the Arts - The F i r s t Steps.'^ 5 
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I t i s stated, f o r instance, that 
More and more people begin to appreciate that the exclusion 
of so many f o r so long from the best of our c u l t u r a l heritage 
can. become as damaging to the privileged minority as to the 
underprivileged majority. We_ walk ™ e same streets, breathe 
the same a i r , are exposed to the same sights and sounds. (54) 
And, as i n the opening par .graphs of the document, so i n the 
closing ones, the issue i s translated i n t o generational terms. 
Thus i t i s argued that the energies and a c t i v i t i e s and " r e v o l t " 
of the young can be 
directed, i f we so wish, i n t o making B r i t a i n a gayer and 
more cu l t i v a t e d country. (55) 
This 'directing' of the young pre-supposes, of course, tlaat the 
statement in the previous quotation was correct, when the 
w r i t e r asserted that 
We walk the same streets, breathe the same a i r , are exposed, 
to the same sights and sounds. (56) 
The w r i t e r does not make clear whether he/she i s part of the 
privileged minority, or under-privileged majority. He/she 
c e r t a i n l y seems unaware, however, t h . t some streets are broad 
and some narrow; that some are flanked by a few big houses i n 
spacious gardens, and some by closely packed terraces. The 
wri t e r also seems unaware that some a i r i s t h a t near f a c t o r i e s , 
and that some a i r is either on the other side of the c i t y , or 
i n the fresher r u r a l commuter "belts surrounding c i t i e s 0 S i m i l a r l y , 
the sights end sounds of a cabinet o f f i c e , a university, and 
a factory assembly l i n e are hardly i d e n t i c a l . The exclusion of 
these differences from the account i s part of the way i n which 
a r t ("our heritage") i s presented w i t h i n the ideology and social 
r e l a t i o n s of a r t as a r u l i n g class a c t i v i t y . P r i v i l e g e , and 
under-privilege, are recognised i n the above as things that 
h.->.ve been: a r t ("our heritage") i s introduced to unite a l l . 
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The Crafts Advisory Committee 
The Crafts Advisory Committee is the second of the 
post-war state agencies engaged i n promoting culture and the arts 
that we are to examine i n t h i s chapter. I n order to understand 
i t s ideology and practice, however, a short note i s necessary 
on the development of the 'crafts ' and the d i s t i n c t i o n s between 
d i f f e r e n t c r a f t t r a d i t i o n s . 
The Two Traditions 
The Arts and Crafts Movement of the middle and l a t e 
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nineteenth century can be seen as i n many ways a reaction 
among certain a r t i s t s t o what being ' a r t i s t ' meant i n the middle 
and la t e nineteenth century. I t was an attempt t o reinstate 
a workmanlike concern f o r design, u t i l i t y , and a r t i s t i c q u a l i t y 
i n the production of general objects, rather than i n the l i m i t e d 
range of objects f a l l i n g w i t h i n the current category of a r t . 
The Arts and Crafts Movement as a whole was a movement 
of a r t i s t s and i n t e l l e c t u a l s ; i t was to have a fundamental e f f e c t 
upon design, and upon education i n design. The very use of the 
word 'design', however, indicates the p r a c t i c a l l i m i t a t i o n s of 
eg 
the movement. I t affected appearances, and not ways of working. 
Howevr fundamental was the social content of the policies of 
members of the movement, the consequences have been at the l e v e l 
of design (appearance), and, as such, the movement inspired and 
instigated what can now be s?:n as a change of fashion. 
Pre-dating the renaissance of c r a f t s generated w i t h i n 
the 19th century arts and crafts r e v i v a l movements were the 
'survivals' of the medieval c r a f t system, (thatching; blacksmithery; 
stone-walling; coopering; tanning; e t c . ) . 
While the work of the Arts and Crafts Movement, and 
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the work of the surviving r u r a l and medieval craftsmen are both 
ta ked of today as ' c r a f t ' , the separateness of the two t r a d i t i o n s 
must be understood. The same man may today be working w i t h i n 
both t r a d i t i o n s , and, as a consequence, i n part, of the Arts 
and Crafts Movement, the r u r a l or t r a d i t i o n a l craftsman i s now 
sometimes treated as i f an a r t i s t . The separateness of the two 
t r a d i t i o n s , however, i s Important f o r our understanding of some 
of the tensions evident today between a r t and c r a f t and between 
d i f f e r e n t levels of c r a f t 0 
Furthermore, there are now two state agencies whose 
a c t i v i t i e s over-lap, both concerned with the ' c r a f t s ' , but each 
i n fact set up t o deal largely with one of the two traditions„ 
Thus an agency set UP to cater f o r r u r a l industries celebrated 
i t s f i f t i e t h anniversary i n 1971. O r i g i n a l l y t i t l e d the 'Rural 
Industries Bureau 1, and now called the 'Council f o r Small Industries 
i n Rural Areas', t h i s i s an advisory and c r e d i t service, and 
caters f o r small firms (employing not more than 20 s k i l l e d 
employees) i n r u r a l areas. A ' r u r a l area1, however, includes 
not only the countryside i n general, but towns with not more 
than 10,000 inhabitants. 'COSIRA', as i t i s cal l e d , is not 
concerned with agric u l t u r e , h o r t i c u l t u r e , or any r e t a i l business. 
I t was established under that t i t l e (c03IRA ) Council f o r Small 
Industries i n Rural Areas) i n 1968 by the 'Development Commission', 
and i s financed by grants from the Development fund. I t s 
predecessor (the Rural Industries Bureau) was set up i n 1921. 
The Development Commission i t s e l f is a permanent Royal Gomiuission 
established by acts of parliament i n 1909 and .1910. 
290 
Despite the purpose of COSIRA being to maintain and 
develop employment i n 5 underdeveloped* r u r a l areas, i t s a c t i v i t i e s 
cover not only small industries and the t r a d i t i o n a l r u r a l c r a f t s , 
but also persons working w i t h i n the sense of c r a f t deriving from the 
Arts and Grafts Movement. Thus, one of the interviewees 
f o r t h i s study, who was by trade a painter and lithographer, 
was l i s t e d i n a book published by COSIRA as part of an information 
and promotional service to assist r u r a l industry. 
The more recent Crafts Advisory Committee s i m i l a r l y 
overlaps the two t r a d i t i o n s : i t s commitment, however, i s p r i m a r i l y 
towards the 'artist-craftsman' - i . e . , towards t h . t person working 
w i t h i n the t r a d i t i o n of c r a f t s k i l l as revived among a r t i s t s arid 
i n t e l l e c t u a l s i n the mid and late nineteenth century* I t i s 
with the Crafts Advisory Committee that we are concerned here, 
since COSIRA, being primarily concerned with r u r a l industries 
and craftsmen as working producers of goods i n an economic sense, 
f a l l s outside the scope of a thesis concerned with the social 
construction of a r t . 
The A c t i v i t i e s of the Crafts Advisory Committee 
The Crafts Advisoiy Comaiittee (C.A.C.) was set up i n 
1971 by Lord Eccles, the Minister responsible f o r the Arts. 
The purpose of the committee was to "help the a r t i s t craftsman". 
Commenting on the term ' a r t i s t craftsman', Victor Margrie, as 
head of the C.A.C.. said: 
The use of the term a r t i s t craftsman has at times caused 
concern and a certain amount of confusion. We have not 
attempted to define i t , j u s t to use i t ; to content 
ourselves with the wide i n t e r p r e t a t i o n which covers those 
craftsmen who, though often rooted i n t r a d i t i o n a l techniques, 
hay 8 aA™_ a ^ i c n extend s beyond reprodj^ctionof past styles 
styles and method's. (J*1]) 
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The C.A.C., was funded by the Department of Education and Science, 
and the i n i t i a l grant f o r 1971—1972 was £45,000 f o r England 
and Wales, wi t h Scotland, under i t s own provisions, receiving 
f i v e thousv.nd pounds. The Welsh Arts Council operates on the 
behalf of the C.A.C. i n Wales, handling the C'.A.C. grant i n 
that region, while the C.A.C. i n a l l areas operates closely 
with the Regional Arts Association. 
The C.A.C. grant has steadily increased, t o t a l i n g 
i n 1975/5 four hundred thousand pounds. 
As a government agency the C.A.C. controllers f e l t that 
there was a. need for representation of craftsmen themselves, and. 
the C.A.C. was therefore instrumental i n se t t i n g up the 
'independent' B r i t i s h Crafts Centre, which i t s e l f was an amalgamation 
of the previously e x i s t i n g Crafts Centre and Crafts Council. 
The B r i t i s h Crafts Centre now receives a substantia], grant from 
the C.A.C. 
Apart from giving advice and p u b l i c i t y f o r the c r a f t s , 
the C.A.C. provides f i n a n c i a l assistance to craftsmen, and 
assists i n t r a i n i n g and i n interest free loans f o r the purchase 
of equipment. Bursaries are given to established craftsmen 
to enable them to rethink t h e i r work. These bursaries are at 
present £2,000 tax free, and six were awarded i n the f i r s t year. 
Unlike the Arts Council, the C.A.C. has avoided any 
long term commitments, spending about two t h i r d s of i t s money 
on 'one o f f grants. I t also sets up exhibitions, and i s pureha-
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sing work i n order to create a national c r a f t c o l l e c t i o n . 
One of the arguments running through t h i s thesis i s 
that both the concepts and practices of c r a f t and design, as 
developed i n the 19th century, were constructed as part of the 
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social r e l a t i o n s and d i v i s i o n of labour dominated by fine a r t 
and the associated ideology. I n examining the Grafts Advisory 
Committee, therefore, one of our purposes i s to see hov; 
the committee conceptualises i t s a c t i v i t i e s , i t s r e l a t i o n t o 
craftsmen, and the extent to which the C.A.C. i s instrumental 
i n constructing ' c r a f t ' as a lesser form of a r t , and thus weakening 
the sense of ' c r a f t ' as a challenge t o the separation of i n d u s t r i a l 
production from a r t . 
F i r s t l y , however, i n order to understand the C.A.C. 
we must examine i t s power structure. 
The C.A.C. comprises a committee of twentytwo members 
who serve upon the Committee at the i n v i t a t i o n of the Minister 
f o r the Ar t s . According to a CAC pamphlet, the C.A.C. i s a a 
independent body with certain administrative services 
provided by the Design Council. 
The Committee's finance, as has baea indicated, coaes from the 
Department of Education and Science. Thus the notion of 
"independence" as used i n the above statement must be q u a l i f i e d 
i n the same way as the concept of independence was q u a l i f i e d i n 
our examination of Arts Council statements. The C.APC» i s 
i n f a c t set up by, appointed by, and financed by the Government» 
The services offered by the C.A.C. are obviously 
directed to craftsmen, and aim to help them as working producers 
of goods. However, simply because of the number of craftsmen 
working, and, given the l i m i t a t i o n s on available money, i t w i l l 
follow that some selection procedures must be employed i n 
determining who s h a l l be assisted, and to what extent and how. 
One way i n which the impact of the C.A.C. can be measured, therefor 
and one way i n which one can study what choices are made and 
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what conceptions of c r a f t and a r t are involved, i s by examining 
how the C.A.C. allocates money, and what c r i t e r i a are involved. 
For the C.A.C., however, giving out money i s a secondary 
a c t i v i t y ; i t s main function i s as an advisory and promotional 
service, vhich 
exists to promote B r i t i s h a r t i s t craftsmen. I t s aim i s 
to help them s e l l t h e i r work, maintain and improve t h e i r 
standards and become better known to the public at large. 
(61) 
We must also, therefore, examine how t h i s promotion i s effected,, 
and what sort of conception of the a r t i s t craftsman i s being put 
across. 
The Register of Craftsmen-,, and the Index of Craftsmen 
The C.A.C. runs both a 'register* of craftsmen and cxt 
•index' of craftsmen. These are ways of promoting i n d i v i d u a l 
craftsmen, and making t h e i r work and the location of t h e i r workshops 
and studios more widely known and available. 
FOJT the majority of craftsmen who do not- get grants, 
loans, or bursaries, these forms of promotion and assistance must 
be the most important, or p o t e n t i a l l y important, aspects of the 
C.A.C.'s work, The 'Register' of craftsmen i s a simple l i s t 
of names and adresses c l a s s i f i e d according to type of occupation. 
The usefulness of t h i s 'Register' will_obviously depend 
on the extent to which the l i s t i s made publ i c l y available. 
Given, however, that the C.A.C. i s not a wel l known body, 
the prospective customer must either know about the 'Register' 
or the C.A.C. already, and write t o them about craftsmen i n 
t h e i r area, or pick up the 'Register 1 by chance, or through a 
Regional Arts Association or sim i l a r advisory or information 
centre. 
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The 'Register 1 i s a non-selective l i s t , and. i s thus 
available to any craftsman without judgements being made as to 
the standards or merits of his work. 
I f a prospective customer makes an enquiry to the 
C.A.C., however, the 'Index of Craftsmen' i s l i k e l y t o 
be more important. This Index i s 
a slide index backed up with biographical d e t a i l s of the 
craftsmen represented. Anyone wishing to commission work 
can arrange to v i s i t the gallery, when slides are projected 
and information given by the Index Librarian,, (62) 
Given that the C.A.C. attempts to a much greater extent than the 
Arts Council to promote from the 'grass roots' of production, 
one might expect that the slide l i b r a r y w ith i t s biographical 
deta i l s of the craftsmen, could be operated, as with the 'Register', 
with as l i t t l e screening or selection as possible. That i s , 
with as l i t t l e imposition of a central d e f i n i t i o n of ' c r a f t ' 
and ' a r t - c r a f t ' as p r a c t i b l e . 
This i s , however, not the case, I mentioned above the: 
B r i t i s h Crafts Centre - an amalgamation of the pre-existing 
Crafts Centre, and Crafts Council. The B r i t i s h Crafts 
Centre, which includes representation on i t from many other c r a f t 
bodies, i s a separate body from the C.A.C. However, i t operates 
i n close l i a s on with the C.A.C. I t receives money from the 
C.A.Co, and i t plays a c e n t r a l role i n the selection of people 
for inclusion on the selective 'Index of Craftsmen'. The 
(state) C.A.C., and the ('independent') B r i t i s h Crafts Centre 
are further re 1:-.ted i n that i f an individual craftsman j o i i i j 
the B r i t i s h Crafts centre (a private body), and i s selected 
by that 'private'body f o r the (state) C.A.C. Index by the (private) 
B r i t i s h Crafts Centre Committee, he is thea oligable to show 
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work at the B r i t i s h Crafts Centre. I t i s not necessary, however, 
t o j o i n the B r i t i s h Crafts Centre to be on the C.A.C. Index. 
The procedure f o r getting onto the C.A.C. 'Index of 
Craftsman' involves two> stages. F i r s t , ten 35 milimetre slides 
of. recent work, accompanied by a f i r s t stage application form, 
are submitted to the Selection Secretary of the B r i t i s h Crafts 
Centre - that i s , t o j o i n the Index of the state agency you 
apply to the selection secretary of a 'private' organisations 
Those who pass t h i s f i r s t stage of the procedure are 
then required to submit not more than f i v e examples of recent 
work v/ith a second stage application form t o the subsequent 
meeting of the Committee. The Committee meets i n January, 
March, June and October. 
The f i r s t t h i n g that i s obvious from t h i s procedure 
i s that there i s an unexpected r e l a t i o n between a body which 
c a l l s i t s e l f independent (the C.A.C.) but which we have seen to 
be i n f a c t set up by, appointed by, and financed by the state, 
and another body (the B r i t i s h Crafts Centre) which i n d i v i d u a l 
craftsmen may j o i n , and which would seem to be even more 'independent 
but which we noted e a r l i e r was set up at the i n s t i g a t i o n of the 
(state) C.A.C. We s h a l l have to consider f u r t h e r , therefore, 
i n a moment, what the B r i t i s h Crafts Centre i s , given i t s central 
role i n operating the selection procedure f o r the C.A.Co Index. 
Secondly, however, we must consider what i s involved i n 
the selection procedure i t s e l f . I do not wish to suggest t h a t 
the selection procedure involves any bias towards any p a r t i c u l a r 
c r a f t , or ' a r t - c r a f t ' , f o r I have no evidence upon which to base 
such a suggestion.^ - I t i s , i n f a c t , quite understandable that 
an. organisation wishing t o promote ' c r a f t 1 (involving notions of 
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s k i l l ) would wish to make sure th a t that which i s supported 
i s neither shoddy, nor involved i n the amateurishness associated 
w i t h the ' a r t y - c r a f t y 1 side of the c r a f t s movemento 
The two stage selection procedure, however, implies 
a greater rigour than, might be necessary i n the above» Furthermore, 
there are elementary economic barriers operating with such a 
procedure f o r anyone l i v i n g at a distance from London, and 
required to submit any pottery or f u r n i t u r e . 
These economic factors, combined with the time 1 elapsing 
between the meetings of the selection committee, w i l l tend t o be 
of f - p u t t i n g t o some craftsmen not working i n London, or not i n contact 
w i t h C.A.C. members. One craftsman with whom I discussed 
the selection procedure was personally incensed .at the whole 
business, arguing that the C.A.C. makes i t s e l f out to be there 
t o assist, and not to judge. Why, he suggested, could not an 
o f f i c e r of the Regional Arts Association (with which the C.A.C» 
works on the l o c a l l e v e l ) simply be sent out to validate 
that a craftsman i s a genuine f u l l time worker wi'oh appropriate 
f a c i l i t i e s to work and make az least part of his l i v e l i h o o d from 
+K +• • & 
the activity« 
This c r i t i c i s m has a l o t of force, f o r , given that the 
C.A.C. does not follow such a simple procedure, i t follows t h a t 
selection of some other sort i s involved. 
The B r i t i s h Crafts Centre, a)id i t s Precursors 
We h:ive noted already that i t i s the B r i t i s h Crafts 
Centre, and not the UoA.G., who does the formal selection f o r the 
Index. We might suppose, therefore, that t h i s separation of 
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functions may give the appearance that the state sgeney i s not 
i n f a c t selecting (imposing) 'taste 1.. Rather a craftsman i s 
being judged by his peers. I n order to understand t h i s separation 
we must examine more closely the B r i t i s h Crafts Centre e 
According to the B r i t i s h Crafts Centre, i t e x i s t s t o 
promote and s e l l the work of B r i t i s h Craftsmen. I t i s a 
non-profit-making body financed by subscriptions of i t s 
members, by commission, on the sales of craftsmens' work 
and by a grant received through the Crafts Advisory 
Committee. (66) 
Membership of the B r i t i s h Crafts Centre i s open, to a l l f o r a 
fee of f i v e pounds per year, and t h i s e n t i t l e s members to i n v i t a t i o n s 
t o a l l exhibitions and other functions. Furthermore, t h i s gives 
a 'free' subscription to 'Crafts Magazine' - t h i s magazine 
being a monthly publication from the Crafts Ad vis 01.7" CoaT.it tee, 
the state organisation. 
Thus f a r , therefore, we understand something of the organ-
i s a t i o n of the B r i t i s h Crafts Centre,, and i t s relatio n s h i p to 
the C.A.C. I n order to situate the B r i t i s h Crafts Centre 
more s p e c i f i c a l l y , however, we s h a l l have to go back to the 
second world war. 
• U t i l i t y f u r n i t u r e ' , which i n i t s design v/as 
connected with the t r a d i t i o n of functional and aesthetic design 
deriving from the Arts and Crafts movement, was developed under 
war time conditions. The Design and Industries Association was 
instrumental i n pressuring the Federation of B r i t i s h Industry, and 
the government, on aspects of design and u t i l i t y , and i t was i n 
part t h i s pressure, i n the context of war time conditions and the 
prospects of post war economic regeneration, and with the experience 
of u t i l i t y f u r n i t u r e , that led to the establishment of the 
Council of I n d u s t r i a l Design. This Council was established by 
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Hugh Dalton of the Board of Trade, who was succeeded on the ending 
of the European war by S i r Stafford Cripps. Clem Leslie, 
d i r e c t o r of the Council of I n d u s t r i a l design, was succeeded himself 
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I n 194-7 by Gordon Russell. 
S i r Stafford Cripps was himself concerned with issues 
of craftsmanship, while Gordon, Russell was an important designer 
i n the U t i l i t y Furniture range, and had been deeply influenced 
by f u r n i t u r e makers i n the Arts and Crafts t r a d i t i o n , then working 
i n the Cotswolds. 
There was a general movement t o take craftsmanship, 
and i t s technique and design, a.nd adapt i t , as Russell d i d , f o r 
mass production - hence the Design and Industries Association 
with i t s ideology of blending u t i l i t a r i a n and aesthetic design 
with elements of the c r a f t t r a d i t i o n . 
S i r Stafford Cripps (Board of Trade) was also persuaded 
by John Farleigh, who was connected with the Board of Trade ; t o 
found and give a grant to the Crafts Centre of Great B r i t a i n , 
the object of which was 
the preservation, promotion and improvement of the work of 
the designer-craftsman i n the fine a r t s . (68) 
These, therefore, are the events leading to the founding 
of the Crafts Centre of Great B r i t a i n , which was one of the organ-
isations to be l a t e r incorporated i n t o the Br i t i s h - C r a f t s Centre. 
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Note the emphasis from the f i r s t on. "craftsmen i n the f i n e arts" 
as well as the origins of the Crafts Centre i n the Board of Trade -
the state. 
The Crafts Centre of Great B r i t a i n , l i k e the B r i t i s h 
Crafts Centre, was a federation of societies. I t was composed 
of subscribing members, 
but i t s Council was drawn from the c r a f t s societies w i t h a 
fine arts bias. (70) 
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A place on the Council of the Crafts Centre of Great B r i t a i n was 
reserved f o r the Council of I n d u s t r i a l Design, and another f o r 
a representitive of the Rural Industries Bureau - now C03IRA» 
That i s , the representitive council (representitive of the various 
c r a f t s ) received a state grant at i t s inception, and included 
among i t s members representitives of other government agencies 
connected with design and c r a f t . 
There i s nothing s i n i s t e r i n t h a t : the state quite 
frequently consults or brings i n as advisors leading craftsmen 
and designers v/ith national or i n t e r n a t i o n a l reputations. 
What t h i s does mean, however, whether we approve of the policies 
and actions of the various councils and government and serai-
independent agencies or not, i s t h a t , i n t h i s case, there was 
a stamp of state approval i n the assistance given at the founding, 
i n further grants, and i n the Council including representitives 
of other state agencies. This form of finance and representation 
means also, of course, that i n d i v i d u a l subscribing members do 
not have ultimate c o n t r o l over how the organisation i s run. 
On examination, therefore, an organisation which appeared 
to be 'independent' or private, turns out to be linked i n various 
d i r e c t ways to the state. A strange mixture of privateness 
and publicness is involved, with the p o s s i b i l i t y of private 
individuals ' j o i n i n g ' the organisation . supporting strongly the 
appearance of privateness or independence. 
The Significance of State Intervention 
The present day (private ) B r i t i s h Crafts Centre i s , 
therefore, i n a peculiar position, being an amalgam of two 
pre-existing bodies already involving state intervention. The 
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B r i t i s h Crafts Centre i t s e l f , moreover, was set up, as we saw, 
at the i n s t i g a t i o n of the (state) Crafts Advisory Committee, 
which i t s e l f makes claims to being 'independent 1. 
The significance of a l l these forms of staue involvement 
derives not from the degree to which the state i s , or is not, 
involved: i . e . we are not t r y i n g t o assess simple 'quantities 1 
of state involvement. Rather state involvement i s s i g n i f i c a n t 
i n a more penetrating way, because a l l actions become pivoted 
around state support and i n i t i a - t i v e s . We noted i n the previous 
chapter the way i n which the early design schools were established 
with assistance from the central state - tha t 'assistance' 
being related to an inspectorate system. The state therefore 
i n i t i a t e d the system, and the development of schools that vsre 
p a r t l y l o c a l and private was pivoted around a support and 
organisation that was central and of the state. 
The extent to whicn the state controls by appointment of 
personnel, or by having representitives on councils, i s important. 
Much more important, however, for our understanding of the way 
i n whicn the state can make some ways of doing and thinking and 
practising and organising more possible, and others less possible, 
i s the control of money. I t i s around the f i n a n c i a l support 
given by the state that many private and public a c t i v i t i e s become 
pivoted. Thus, whatever the Arts Council may say about i t s money, 
and the al l o c a t i o n of i t , and however much the C.A.C. may appear 
vo operate through the Regional Arts Associations and the 
B r i t i s h Crafts Centre, the f a c t remains that money can be given or 
withdrawn. Naturally organisations throughout the country w i l l 
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tend t o develop i n r e l a t i o n t o s t a t e support,, f a c i l i t i e s 8J3d 
sponsorship ( ' n a t u r a l l y ' , since the s t a t e i s now the major 
patron, and since the s t a t e now c o n t r o l s 55—60$ of the Gross 
Na t i o n a l Product )« I t follows, t h e r e f o r e , t h a t the s t a t e i s 
i n a p o s i t i o n t o w i e l d power by w i t h o l d i n g money and resources 
from any a c t i v i t y w i t h which or about which there i s disagreement. 
However 'independent 1 t h a t a c t i v i t y , the w i t h o l d i e g o f money 
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w i l l tend t o make t h a t a c t i v i t y l e s s p o s s i b l e . 
The s t a t e t h e r e f o r e can c o n t r o l through the f i n a n c i a l 
r e l a t i o n s h i p t o p a r t l y p r i v a t e and f u l l y ' p r i v a t e ' bodies; i t 
can give and. w i t h o l d grants«. During a period of i n f l a t i o n 
grants may be held constant i n numerical t e r n s ; the reaction: to 
t h i s reveals the e x t e n t of st a t e involvement. The st a t e i s a l s o $ 
however, in v o l v e d i n making i n i t i a l choices concerning what t o 
support. We saw t h a t the development of c r a f t o r g a n i s a t i ons 
a f t e r the l a s t war inv o l v e d the s t a t e making am e x p l i c i t 
commitment t o organisations w i t h a ' f i n e a r t b i a s ' . We- noted, 
moreover,the d e f i n i t e choices: S o l v e d i n the A r t s Council's. 
r e v e r s a l of G.E.M.Ao p o l i c y . This l a t t e r example i n d i e : tes 
c l e a r l y the way i n which the withdrawal of funds from c e r t a i n -
a c t i v i t i e s destroys those a c t i v i t i e s and the p o s s i b i l i t i e s they 
reveals 
The Design Cou n c i l 
The Design Cou n c i l i s the third of the o a j o r c e n t r a l 
s t a t e agencj.es concerned w i t h a r t and v i s u a l t h i n g s in. the post 
second world war period t h a t we are t o cons i d e r . I t was set 
up i n 194-4» 2-Bd» i n the words of Dan Johnston, head of i n d u s t r i a l 
design a t the Design C o u n c i l , i t s aire i s and was: 
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to promote by a l l practible means, the improvement of design, 
i n the products of B r i t i s h Industry, (72) 
I n the nineteenth. century, vie w i l l r e c a l l , the 
state sponsored design education system, and the exhibitions 
of i n d u s t r i a l design siich as the Great E x h i b i t i o n of 1851,. 
were seen as having (a) a commercial purpose (improvement of trade) 
and (b) a moral purpose ( r a i s i n g of t a s t e , aesthetic consciousness,. 
and improvement of general behaviour)« The 20th century j u s t i f i c a t i o n 
for such state sponsored design propaganda i s three fold, and 
not d i s s i m i l a r ; 
The f i r s t j u s t i f i c a t i o n i s a firm b e l i e f that improvement 
i n the design of B r i t i s h products w i l l lead, i n the short 
or the long run, to improvement i n the commercial position 
of B r i t a i n i n the world markets. (Dan Johnston*) (73) 
That i s , the Design Council represents a form of state intervention 
i n B r i t i s h industry which aims at improving the e f f i c i e n c y 
of B r i t i s h c a p i t a l i s m . This was also the intention with the e a r l y 
19th century design schools, and with the Great (and other) 
exhibitions of i n d u s t r i a l a r t and design,, 
Dan Johston, head of i n d u s t r i a l design at tho Design 
Council, continued: 
The second j u s t i f i c a t i o n i s a s o c i a l one. Improvement i n 
the design of products i3 one way of improving tho standard 
of l i f e of peopleo I f people are surrounded by products 
that work w e l l , products that please, that give s a t i s f a c t i o n 
i n use rather than f r u s t r a t i o n , then t h e i r whole way of 
l i f e w i l l benefit* (7A) 
This i s the modem equivalent of the notion that good design 
w i l l r a i s e taste and moral behaviour,, I t i s argued here that 
a suitable environmeat w i l l benefit* or make b e t t e r ^ the • 
"whole way of l i f a n o 
I argued i n r e l a t i o n to the 19th century that the 
equivalent argument as then used wa3 one that can be seea aa 
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attempted incorporation of the working classes,, ' B e n e f i t t i n g 
a whole way of l i f e * may sound remote from such a formulation,. 
but i t i s to be noted that one aspect of environmental design 
and improvement today i s •3lua clearance'• While there are a 
great many slums, i t has become increasingly obvious that 'redevelop-
ment' can often meaa the breaking up of working c l a s s communities, 
ami t h e i r rehousing i n out of town estates that 'look' l i k e 
modified versions: of. th6 r i c h e r owner-occupier sector, or i a 
inner c i t y high-rise developments. Access to shops and pubs,, 
and a l s o to a v a r i e t y of jobs, i s diminished. House construction,., 
asd e s p e c i a l l y inter-house sound-proofing,, i s often l e s s good 
thaEi that i n the 19th. century t e r r a c e s 0 What has been achieved^ 
however, i s a transformation i n appearances} things 
'look' moderiio Environmental redesign con be, therefore, a way 
of boxing people i n a d i f f e r e n t way - a way of attempting to 
wipe out the past through wiping out the appearance of the past» 
The t h i r d j u s t i f i c a t i o n given by Dan Johnston for the 
existence of the Design Council i s the modern notion of conservation 
of resources i n a f i n i t e worldo This, he argues, i s nothing 
but a belated recognition of the designer's philosophy 
based on the b e l i e f that s a t i s f a c t i o n derives from ecouomy 
of means rather than from, extravagance i n the \\se of 
materialso (75) 
Of these three j u s t i f i c a t i o n s the f i r s t i s obviously 
the decisive one, for, i t i s only i n as f a r as the f i r s t holds 
true that the Design Council can be at a l l e f f e c t i v e * 
The objectives of the Design Council are effected in 
various ways* A 'Design Centre' i s run., where products are 
displayed that are of recommended good design* This centre 
i s a modern version of Henry Cole's venture in. s e t t i n g up the 
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South Kensington Museum. 
Secondly the Design Council runs courses and conferences. 
Thirdly, a great deal of factory v i s i t i n g , involving 
the giving of advice on design, i s undertaken. 
Fourthly, two magazines are published? one c a l l e d 
•Design 1 i s orientated towards consumer products,, and the other^ 
t i t l e d 'Engineering 1, i s devoted to engineering industry 
and c a p i t a l goods. 
Competitions are run. for design improvements, and, i n 
this., the Council i s continuing an a c t i v i t y f i r s t started by the 
Royal Society of Arts i n the eighteenth century. 
F i n a l l y , a Designer Selection Service e x i s t s to recommeud 
to government, industry and commerce,designers appropriate to 
the c l i e n t s needs: t h i s service p a r a l l e l s the C r a f t s Advisory 
Committee's Index of Craftsmen. 
The Design Council i s given an annual grant running 
i n 1974 at about one million, pounds. F u r t h e r earnings come 
from fees paid for the display of goods at the Design Centre,, aad 
from course and conference fees, and from the sale of the Wo 
magazines and other publications. 
The Design Centre i n London i s a major success of the 
Design Council. Products are selected by Design Panels, and 
- the manufacturer pays part of the cost of display. I n the 1950i 
the Design Centre was a t t r a c t i n g 2,500 people a day; i n 1974 the 
average was 5,500 per day. Other Design Centres e x i s t now i n 
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Glasgow and C a r d i f f . 
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The Design Council and the 'Soft 1 Approach 
As a magazine publisher, a conference organiser* 
am. advice giver, and an. operator of a permanent Design Centre^ 
the Design Council i s working through what I termed e a r l i e r the 
'soft' method of education and propagaudao I n discussing tho 
19th century design system, I contrasted the ' d i r e c t 1 method 
employed i n the design school system ^ d i r e c t ' , because of the 
attempt to inculcate p a r t i c u l a r views and practices d i r e c t l y 
into s p e c i a l groups of people i n a 'captive audience' s i t u a t i o n ) s 
with the ' s o f t 8 method l a t e r developed by Henry Cole through the 
South Kensington developments« This 'soft' approach i s one 
aimed at a wido public» Thus the Design Centre caters f o r 
thousands of people; at the same time, however, t h i s ' s o f t 5 
approach i s backed up by sp e c i a l i s e d conferences and advice 
programmes f o r f a c t o r i e s and enterprises. 
I t must not be forgotten, moreover, that the 'dire c t ' 
method, continues to operate alongside the Design Council, i n the 
form of design courses i n the present day a r t schools e 
I n being primarily orientated towards a 'soft' (education 
by example) approach the Design Council d i f f e r s from the C r a f t s 
Advisory Committee and the Arts Council. For the CA.Co i3 
p a r t l y a promotion agency ( i t publishes a magazine and puts on 
— e x h i b i t i o n s ) j , . but i s also, iraphrtantly, a d i s t r i b u t o r of 
resources (graats, bursaries)» The Arts Council adopts even 
l e s s of a 'soft' approach, since i t publishes no magazine (PO 
'public' magazine; i t does publish one but only within a r t s 
administration c i r c l e s ) and i t mounts few exhibitions d i r e c t l y a"bout 
what a r t i s . Rather, assuming ' a r t ' as a given, i t jja f a c t 
controls a r t through d i f f e r e n t i a l d i s t r i b u t i o n of resources* 
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The Arts Council, of course, handled i n 1975 about £25*000.000,. 
while the CAoC. and Desiga Council handled under two m i l l i o n 
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betweea thea 0 
One of the most important consequences of the existence 
of the Design Council i s a tendency to promote the idea of the 
i n d i v i d u a l designer as an i n d i v i d u a l s p e c i a l i s t creator i n the 
same sense as an a r t i s t e That i s , the Design Council, through 
i t s existence and i t s promotion of desiga as design, accentuates 
that tendency for c e r t a i n designers to become knowa •names'» 
I n commercial terms being known can guarantee better sales for 
the designer and the designed product 0 This 
i3 a feature of design as a r t i not design as a r t i n the 
conventional sense of design being an aspect of a r t a c t i v i t y , cr 
rta 
r e q u i r i i n g a broad fine a r t trai n i n g , but i n the sense that 
the designer takes cm increasingly the attributes of the a r t i s t 
i n as f a r as, when successful, his c r e a t i v i t y and personality are 
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promoted as being h i s : he has ' s t y l e ' aod i s recognisable<, 
Thousands of designers, as with a r t i s t s , do not achieve 
t h i s status, but, increasingly, t h i s success system becomes 
the form of possible career and recognised way of achieving f o r 
the successful designer,, 
The designer thus becomes yet further a separate and 
•apart' figure i n the production process. Rather than, a r t 
having been reintegrated into production (as was hoped f o r by the 
Baubaus propagandists and the organisers of the 1851 Great 
E x h i b i t i o n ) , the 'aesthetic' becomes, i n the person of the designer, 
yet further a thing separate - a thing applied s and, i n Morris's 
terms, a thing added on and paid extra f o r . 
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I have commented already on Dan Johnston's j u s t i f i c a t i o n , 
for the State Design Council, and on his remarks on i t s work I n 
improving the environment. This emphasis on environmental, 
improvement should be set h i s t o r i c a l l y in the context of the longer 
term development of corporation parks, planning a c t s , and the 
campaigns i n the 19th and 20th century f o r 'public' amenities. 
Glancing through any issue of 'Design' (one of the two Design 
Council cr-gazines) the range and scope of the Council's concerns 
i s revealed. Thus, for instance, the colours used .. to paint 
farm buildings; the lay-out and colouring of caravan s i t e s ; 
the p a i ^ t used on London Corporation Park i r o n r a i l i n g s ; and 
so on and so forth, are a l l included, as well as the design acd 
'environmental' aspects of major i n d u s t r i a l developments* In. 
being involved in these matters, the Design Council i s part of the 
t r a d i t i o n originating with the campaigns and struggles i n the 
19th century for state and l o c a l government intervention i n what 
places were or could be 'public', and how these should appear 
and be organised. That i s , the Design Council i s part of state 
propaganda on how the world we inhabit should be, and what i s 
t o be experiencedc 
The Three State Agencies 
Thus f a r we have tneded to consider the three major 
post-second-world-war state agencies concerned with a r t , c r a f t 
and design as separate e n t i t i e s within, a h i s t o r i c a l context. 
How we must t r y and consider t h e i r t o t a l e f f e c t and s i g n i f i c a n c e . 
I t i s c l e a r that the three organisations we have 
considered cover a wide range of a c t i v i t i e s , i n r e l a t i o n to which 
they have considerable powers of constructing d e f i n i t i o n s . This 
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power r e s t s on various foundations. 
F i r s t : the organisations, i n t h e i r advisory and propag-
andising capacities have a continuity and s t a b i l i t y given to no 
organisations or s o c i e t i e s that lack the legitimation and finance 
conferred by the s t a t e . 
Second: given the finance and the resources, and the 
extent of potential a c t i v i t i e s of the three organisations, i t 
follows that the relevant ministers are able to i n v i t e the most 
successful people in. various f i e l d s to serve within, or as 
advisors to, the various state: agencies,, thus giving the agencies 
further prestige and reputation through the experience and repute 
of those working f o r them. 
I n as f a r as people brought in to a s s i s t the organisations 
are usually involved i n sub-committees, s e l e c t i o n panels, and 
advisory groups, they are, of course, subordinate to the organisations, 
and are thus not able to e f f e c t control over them. Recent disputes 
between the s p e c i a l i s t panels and the c o n t r o l l i n g council of 
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the Arts Council have indicated t h i s l a c k of c o n t r o l * 
E s s e n t i a l l y , however, i t i s through t i e c o n t rol of 
resources and through t h e i r function as c o l l e c t o r s and d i s t r i b u t o r s 
of information that the three organisations have power. 
The Art3 Council, as the r i c h e s t of the three 
organisations, e f f e c t s most control through how i t s money i s 
spento The form of control thus effected throxigh the choices 
Liade by the Arts Council goes beyond merely supporting, or not 
supporting, chosen projects* For f i n a n c i a l subsidy or guarantee 
also enables c e r t a i n a r t s centres and projects to run as prestige 
centres, while others not so supported must appeal d i r e c t l y to 
audience or viewers for continuous support 0 
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Putting i t crudely,, a subsidy means that a performance 
or spectacle or a c t i v i t y can be produced or continued with f a r 
l e s s regard for the audience than otherwise,, Minority c u l t u r a l 
t a s t e s can be catered for at prices which keep such forms of 
culture a v a i l a b l e . And,, i n t h i s sense, a 'purity' can be maintained 
or constructed i n various f i e l d s of a r t production. 
I n e f f e c t , therefore, the state can serve to remove 
c e r t a i n forms of culture from the d i r e c t context of audiences and 
the economics that make a practice viable or otherwise« 
c e r t a i n practices being preserved, however, these practices 
are transformed into something other than that which they were* 
KTo longer subject to the demands of a continuous audience and 
the economics involved, the a r t cajn be pur-sued as an a c t i v i t y in. 
i t s e l f and for i t s e l f . Consider, for example, what the Music 
H a l l would now be were i t to have beea 'preserved' by state 
subsidy, rather than allowed to decay i n competition successively 
with cinema and t e l e v i s i o n . 
The implications of state subsidy are very complex. 
The demand for such subsidy arose partly in. the context of a 
decline i n major private patronage, but, once the principle 
of state subsidy i s introduced, the c r i t e r i a of what to subsidise 
and what not to subsidise become contentious J**" Rapidly the 
state has been forced into the position^ of the a r t s being 
a ' s o c i a l s e r v i c e ' , as stated i n the 1965 White Paper. 8 5 1 
. ^ i t , whereas private patronage i s given according to de f i n i t e 
c r i t e r i a of personal t a s t e , prestige and investment value, ths 
assistance given by the state i s given according to d i f f e r e n t , and 
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l e s s obvious- c r i t e r i a . Nominally the Arts Council* C r a f t s 
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Advisory Committee, and Design Council, must act on behalf of the 
•public - and exploring the us«s p o l i t i c a l l y , s o c i a l l y and 
id e o l o g i c a l l y of the word 'public 1 would be a f u l l , project in. 
i t s e l f e I n as f a r , however, a3 there are a v a r i e t y of groups, 
parsons and c l a s s e s competing over what s h a l l be •public' y tha 
st a t e , acting as i f a representitive of the public, i s i n a very 
Si 
d i f f e r e n t s i t u a t i o n as patron from a private person or i n s t i t u t i o n , 
I have been arguing that i n f a c t the Arts Council and 
the C r a f t s Advisory Committee tend to promote a p a r t i c u l a r 
form of fine a r t ideology, and that the Design Council also 
tends to accentuate a tendency for 'design' to become more of 
aa aesthetic a c t i v i t y - more of an a c t i v i t y practised by moa 
• l i k e ' a r t i s t s . At the same time, however^ a l l three organisations, 
i n as f a r as they are set up to act for, or on behalf of, the 
•public', and, i n as f a r as they are i n f a c t only promoting 
p a r t i c u l a r d e f i n i t i o n s of a r t - c r a f t , a r t , and design, are i n f a c t 
a l s o having to mate claims and statements about what 'public 1 
meanso That i s , i t follows that the three organisations are 
engaged i n constructing pa r t i c u l a r conceptions of who the public 
are (which c l a s s e s , groups, persons, moralities, ideologies, 
practices, educational l e v e l s , etc., etc., are r e a l l y those of 
the r e a l public ). 
The State and the Aggressive Marketing of the Arts 
A l l three state organisations under discussion can. be 
seen a? aggressive marketing organisations for p a r t i c u l a r notions 
of what a r t , c r a f t and design are. As aggressive marketing 
agencies they promote and market a form of ideology and practice 
that, i n the context of changing s o c i a l conditions might not have 
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survived i n that form. ThU3 Dan Johnston said of the Design 
Council, speaking himself as a representitive of the organisation,, 
that i t ; 
gives much more prominence now to p a r t i c u l a r manufacturers 1 
names, and we seek out new ranges for s p e c i a l launching 
aftd promotion. This i s i n l i n e with the increasingly 
aggressive marketing that i s necessary i n a l l western countries. 
(85) 
S i m i l a r l y , the C r a f t s Advisory Committee's s e l e c t i v e Index 
of Craftsmen can be seen, as an attempt to market a p a r t i c u l a r 
conception of c r a f t - t o market the conception and s e l l tho 
approved practitioner's goodse. 
The state as patron must make choices. I n t h i s sense 
there can be no such thing as disinterested 'public' patronage. 
Private patrons promote partictilar forms of and conceptions of 
a r t through the sum t o t a l of individual choices, and i t i s 
expected that such choices should be made» The state however, 
i n having to appear to act for the general i n t e r e s t , becomes 
caught between t h i s appearance, and the r e a l i t y of exercising 
immense power i n s p e c i f i c d i r e c t i o n s . 
To exercise t h i s power openly and d i r e c t l y (as did 
the war-time CoE.M.A.,) would be to admit and reveal the power 
of the s t a t e ; i t would involve a l s o a d i r e c t confrontation with 
what the state has bacons. Furthermore i t would involve* confronting 
tfoe issues of how choices are made, and on whose behalf. 
The ambivalent attitude towards the state that vje have noted i n 
both the 19th and 20th centuries r e l a t e s d i r e c t l y the t h i s 
problem of choices, ana of confronting ths r e a l i t y of too. stato 
and i t s operations 0 Wo noted the importance that has frequently 
beea placed on the idea of 'freedom5 i n the a r t s over the l a s t 
two centuries, and i t i s perhaps t h i s insistence on the idea of 
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freedom that makea the problem of state patronage and the a r t s 
a p a r t i c u l a r l y complicated one: that makes i t a problem that 
those working within the state organisations find p a r t i c u l a r l y 
d i f f i c u l t to discuss openly and c l e a r l y * 
State Patronage a&d the Press 
Thus f a r £ have examined i n t h i s chapter the three 
contemporary state organisations catering f o r the a r t s at a national 
l e v e l . 
I n t h i s section. I propose to examine state patronage 
as i t has been discussed i n the press.. 
A period of high i n f l a t i o n gave r i s e to a s u r f e i t 
of comment on government and other patronage of the arts, because 
i t was f e l t that i n f l a t i o n was putting an achievement at risk© 
The perceived urgency of the s i t u a t i o n tended to encourage 
writers and propagandists to be unusually c l e a r i n making 
evident the ideological position from whichthsy argued, A 
b r i e f examination, of some statements by leading j o u r n a l i s t s , 
p o l i t i c i a n s , and members of the * a r t world' i s therefore revealing 
not only of what state patronage of tha a r t s i s seen as being 
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about, but also of what a r t i t s e l f i s seem as beingo 
Ronald Butt, writing i n the 'Times' (4.5.1972: 'Rethinking 
the-llole of the Arts Council'), stated that; 
I n an age when the private pntroa no longer s u f f i c e s f the 
principle i s r i g h t l y accepted t h a t the a r t s should be 
subsidised from the public purse. But i n equally rightly-
r e j e c t i n g the idea t h a t the Government should be d i r e c t l y 
involved i n a l l o c a t i n g t h i s money, the p o l i t i c i a n s have 
hitherto seetsed inhibited even about r e f l e c t i n g on the broad 
pri n c i p l e s within which i t i s d i s t r i b u t e d . (R.Rutt.Time3»4«5>'72) 
Butt therefore assumus the necessity for state subsidy. He 
assumes furthrrrmore> however,, that the independence of the a r t s 
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i s r e a l , when he t a l k s of the equal Tightness of the goveromeiart 
r e j e c t i n g d i r e c t involvement,. In. making these two assumptions 
he highlights (unwittingly) the contradiction involved i n 
having an 'independent' a r t s organisation run by government. 
Thus when Butt castigates government for not r e f l e c t i n g on the 
"broad p r i n c i p l e s " of subsidy, he seems unaware that i t i s exactly 
t h i s form of public government debate and policy discussion that, 
would (a) expose the character of Arts Council Independence, and 
( b ) , drag the government of the day d i r e c t l y and more deeply in t o 
an opea d i r e c t i o n of state policy i n the art3 to an unprecedented 
extent. 
While Butt considered that p o l i t i c i a n s have bsera 
r i g h t l y r e j e c t i n g any idea that the Government should be 
d i r e c t l y involved i n a l l o c a t i n g t h i s money, 
he also stated that the Arts Council was "hyper se n s i t i v e about 
i t s independence "» He was presumably, therefore, xmaware of 
the growth and scale of state involvement i n the a r t s , for ha 
a l s o said that "Nobody i n his r i g h t mind would 
disagree" with a statement by Lord Goodrsaa, who r e t i r e d that week 
as Chairman of the Arts Council. Goodman said that 
I t i s impossible for sensible decisions about the a r t s 
to emerge from Government o f f i c e s . (Lord Goodman; quoted 
by It.Butt. Times. 4.5.'72.) 
Apart from i l l u s t r a t i n g the constant s t r e s s l a i d on 
Government non-interference, Butt's, a r t i c l e (and others l i k e i t ) 
reveal the ideology of the state i n operation* For, i n these 
'ar i e f quotations we have seen discussed as separate e n t i t i e s 
aa Arts Council (financed and appointed by government min i s t e r s ) , 
and p o l i t i c i a n s , and a r e t i r i n g Arts Council Chairman who also 
happened to be, as a Lord, a member of the House of Lords. 
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While i n a c o n s t i t u t i o n a l sense these separations are 
real,, (and thus in a s o c i o l o g i c a l sense they take on a r e a l i t y ) s 
the government, the arts minister, the Arts Council, i t s Chairman, 
and the House of Lords are a l l of the state i n the sense that we 
discussed i t e a r l i e r . 
Ronald Butt wrote the above a r t i c l e i n 1972. I t was 
during the 1973/4 period that i n f l a t i o n began i n c r e a s i n g l y 
t o s t r a i n the i d e o l o g y within which notions of indepsTtdence and 
s© paraten.es a c o u l d bs e a s i l y maintained. 
In tho 'Times' t h i r d leader of 9th February 1974 
the Arts Council's annual report Kas discussed. I n t h i s report 
i t had been argued that, even to keep pace with inflation,, 
the annual granct would have to increase froza 19 «5 m i l l i o n pouads* 
to 25 m i l l i o n pounds. I f t h i s grant was not f o r t h c o m i n g , the 
•Times' argued. 
Many l o c a l acd regional enterprises which have b u i l t up 
audiences over periods of many years would probably have 
to closee (Times. 9.2. 574. 3rd leader.) 
La the same piece the 'dimes' reported Mr Rsagh Jenkins (Minister 
responsible for the Arts) as enthusing on greater i n d u s t r i a l 
patronage for the a r t s e This, the 'Tines' argued, was a 
diversionary t a c t i c , when what concerned most people was what 
the state was going to do 0 This easy dismissal of what would 
once have beea a reasonable proposition i l l u s t r a t e s again the 
extent to which the state i s now committed as the major patron. 
One of the strongest pleas for the arts and t h e i r 
subsidy by the state i n a time of i n f l a t i o n was made by 
Norman St.Joha Stevas, the opposition spokesman on the art3„ 
The a r t i c l e appeared i n the 'Sunday Times' of November 17, 
1974. 
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I n the e a r l y part of h i s a r t i c l e Stevas argued f o r 
s p e c i a l grants for the National Theatre, Covent Garden, the 
Royal Shakespeare Company, and so f o r t h . The g i s t of h i s 
argument, however, occured i n the c e n t r a l part of the a r t i c l e s 
Stevas asked: 
Do vie regard public expenditure on the a r t s as a luxury, 
a hobby, a species of embroidery on the r e a l s t u f f of l i f e , 
or do ue give the arts t h e i r r i g h t f u l p r i o r i t y as a c t i v i t i e s 
c e n t r a l to the nation's happiness and achievement? (Norman 
S t . John Stevas: Sunday Times; 17.11.'74). 
His own answer was, of course, implied i n the phrasing of h i s 
question. For St Joha Stevas a period of material cut-backs 
necessitated greater spending on the s p i r i t u a l and cultural.. 
Thus he argued that 
At a time when economic stringency makes i t impossible 
to achieve our material goals there i 3 a powerful case 
for declaring robustly that we intend to give the attainment 
of our s p i r i t u a l and c u l t u r a l objectives a new p r i o r i t y . 
Stevas noted, i n support of h i s argument, the f a c t that such 
a policy was followed during the second World War. 
He argued that a doubling of the arts budget was 
the only thing that the arts Minister should demand, and that 
a doubling of the then grant of nineteen and a h a l f m i l l i o n 
would only amount to t h i r t y e i g h t or thirtynine m i l l i o n , which 
would s t i l l be a small amount compared to the four thousand 
millions spent on education. The increase, i f - g i v e n , would 
not only r e v i t a l i s e the arts scene, he argued, but would 
bring immense returns . . . i n national s e l f confidence 
and prestige abroad, ani reverberate h e l p f u l l y even i n that 
most mundane of places, the balance of payments. 
Stevas, therefore, hoped that the Minister for the Arts would 
mobilise i n e f f e c t i v e action a l l those i n the nation who 
believe t h a t the_ essence of a c i v i l i s a t i o n l i e s ^ i n the- mind 
and spirit;, arid i n the works o f a r t t h a t boar witness t o 
them. 
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The basic ideas presented i n St John Stevae's a r t i c l e above are 
those WB are now f a m i l i a r with. The economic usefulnesi? of 
a r t i s mentioned (though t h i s these i s relegated to a back s e a t ) ; 
c i v i l i s a t i o n i s talked of an something e s s e n t i a l l y of the 
mind and s p i r i t (here with heavy echoes of Mathew Arnold again); 
and f i n a l l y a r t and culture are viewed as a c t i v i t i e s more 
necessary i n times of economic stringency, that i s t . they are 
morale boosters and s p i r i t u a l strengtheners a t a tic® when?, 
b a s i c a l l y , there i s l e s s to eato 
Thus, while a r t and culture and s p i r i t u a l things are 
up for sale (doubling state expenditure enables more a r t i s t i c 
aJSd s p i r i t u a l things to be bought) these are nevertheless of 
greater importance than the crudely material, for a r t aM things 
s p i r i t u a l constitute ' c i v i l i s a t i o n ' ; by implication, i n d u s t r i a l 
production and manufacture do not - or at l e a s t only do to a 
l e s s e r extent. 
This position, therefore, implies a denigration of 
the l i v e s and achievements of the mass of mental and manual 
workers. I t embodies a c l e a r statement of that ideology of 
a r t , and a r t within the d i v i s i o n of labour, that we have beea. 
considering i n i t s construction from the Renaissance onwards* 
and within which c i v i l i s a t i o n i s not something constituted by 
the mental and material productions of the generality of workers* 
but i s rather something superior that i 3 s p i r i t u a l and a r t i s t i c , , 
and that makes the l i v e s of the laasses bearable i n times ox 
economic stringency. 
Similar arguments to those of St John. Steva3 were 
presented i n the 'Evening Standard' shortly a f t e r e Thus, on 
Thursday November 28th, 1974, Michael Owen reported a press 
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conference given by Mr P a t r i c k Gibson,,, chairaan of the A r t s 
C o u n c i l , ('Arts need E x t r a £6iffi- Government A i d * ' ) ' Mr Gibson 
had argued i n the annual r e p o r t o f the A r t s C o u n c i l t h a t an 
e x t r a f i v e m i l l i o n pounds was needed t o keep pace w i t h i n f l a t i o n * 
T h i s f i g u r e had r i s e n t o the s i x and a h a l f m i l l i o n , pounds r e p o r t e d 
by the time the press conference t o launch the r e p o r t came, due 
t o i n c r e a s i n g i n f l a t i o n * 
Speaking i n s i m i l a r v e i n t o St John Stevas, Gibson 
argued t h a t 
We need the a r t s i n bad times even more th a n i n good 
and the c o s t o f c o n t i n u i n g the work i s , i n n a t i o n a l terms,. 
m i n i s c u l e . 
He suggested t h a t 
I f the best o f our a r t s i n s t i t u t i o n s are allowed t o w i t h e r ^ 
the damage done t o an aspect o f our n a t i o n a l r e p u t a t i o n 
which s t i l l stands high w i l l be t o t a l l y out of p r o p o r t i o n 
t o the money i n v o l v e d . 
F i n a l l y , r e v e r t i n g t o a theme s t a t e d by Mathew Ar n o l d , and 
discussed i n the previous chapter, P a t r i c k Gibson invoked cur . 
image f o r p o s t e r i t y as a reason f o r m a i n t a i n i n g and improving 
our a r t s . A r n o l d , i t w i l l be remembered, had asked whether 
i t would be the Elizabethans t h a t would be remembered f o r t h e i r 
c u l t u r e , or the V i c t o r i a n s f o r t h e i r c o a l , i m p l y i n g , o f course,. 
t h a t i t would be the former. Gib3on suggested t h a t 
A government which increased i t s - support f o r the a r t s i n 
hard times would have a r e a l c l a i m on the g r a t i t u d e of 
p o s t e r i t y . (87) 
The r h e t o r i c of B r i t a i n as a nation,, her a r t s , her 
r e p u t a t i o n abroad, and her r e p u t a t i o n f o r p o s t e r i t y , dominates 
a l l these d i s c u s s i o n s , Thus the 'Sujaday Times 1 of December 
1 s t 1974 r a n an e d i t o r i a l lead a r t i c l e on P a t r i c k Gibson's 
press conference, s t a t i n g t h a t 
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B r i t a i n ' s n o u r i s h i n g a M envied a r t s coma cheap a t the 
p r i c e . 
There i s a marked l a c k of seriou3 a n a l y s i s i n many o f 
these d i s c u s s i o n s . There i s l i t t l e about who the ar-ks are 
f o r , o r what the subsidy i s f o r - so axiomatic had i t become 
t h a t s t a t e subsidy was (a) necessary, and (b) f o r trie ' p u b l i c * o-
B r i e f discussions are o f t e n included i n the press on the r e l a t i o n , 
between spending on the major a r t s i n s t i t u t i o n s , and the 
smaller ones, b u t , given t h a t d i s c u s s i o n , the argument then, 
i s resolved i n t o the simple q u e s t i o n of how much can b9 a f f o r d e d . 
Thus, what s o r t of c r e a t o r s are t o be subsidised, or whether i t i s 
the audience or the producer t h a t i s t o be subsidised, and vhj-ch 
of the many v a r i e t i e s o f a c t i v i t i e s are t o c o n s t i t u t e _the arts,, 
i s r a r e l y touched on. 
I t c o u l d , perhaps, be sai d t h a t i t i s only the equation 
of the B r i t i s h n a t i o n as a c u l t u r a l centre w i t h London t h a t makes 
many of the asse r t i o n s about B r i t a i n ' s achievement i n the a r t s 
p o s s i b l e , f o r B r i t a i n would compare badly on a p r o v i n c i a l l e v e l 
w i t h s e v e r a l other European c o u n t r i e s i n terms of t h e a t r e s , 
get 
opera houses, and p i c t u r e c o l l e c t i o n s and g a l l e r i e s . 
A l e t t e r i n the 'Times' from K e i t h Lucas, (Times; 
12 December 1974)» i s i l l u s t r a t i v e o f s e v e r a l p o i n t s <> Lucas 
argued t h a t 
No other a r t s have ever made so d i r e c t and f o r c e f u l an 
appeal t o so broad a p u b l i c as f i l m and t e l e v i s i o n . 
and he suggested t h a t , i n a remarkably s h o r t t i m e , 
the cinema has b u i l t up a r i c h c u l t u r a l h e r i t a g e i n the 
works ofChaplin, Renoir, G r i f f i t h , Bergman, Stroheira, 
FeBinij, E i s e n s t e i n , Kurosawa, and scores o f other a r t i s t s 
whose works stand comparison w i t h the f i n e s t l i t e r a r y ox-
graphic achievements of t h e i r t i m e , 
Lucas argued t h a t most a r t forms would s u r v i v e , even w i t h o u t 
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g overtime art a i d , whereas the basic m a t e r i a l o f f i l m doss n o t 
su r v i v e w i t h o u t c a r e f u l c o n s e r v a t i o n and c o l l e c t i o n The 
m a t e r i a l costs o f f i l i a and t e l e v i s i o n p r o d u c t i o n n e c e s s i t a t e 
l a r g e c a p i t a l o u t l a y , i n a way t h a t opera.,, t h e a t r e , p a i n t i n g , 
and b a l l e t , do n o t . The l a t t e r do n o t disappear whea n o t 
performed, and can be presented w i t h o u t elaborate and c o s t l y 
s e t t i n g s o T.V. and f i l m , by c o n t r a s t , need m a t e r i a l support 
t o ensure t h e i r s u r v i v a l "as independent a r t f o r a a , 
Lucas's l e t t e r is: i l l u s t r a t i v e o f three t h i n g s * 
F i r s t : he i n d i c a t e s , through h i s argument, the sense i n which 
s t a t e a i d i s p a r t i a l . , and i s d i r e c t e d towards p r e s t i g e p r o j e c t s * 
I t i s p a r t i a l because i t excludes f i l m ; i t i s d i r e c t e d towards 
p r e s t i g e p r o j e c t s because resources are l a v i s h e d asa presenting 
c e r t a i n performances i n a much more elaborate way t h a n i s necessary. 
Second: Lucas i l l u s t r a t e s the way i n which the concept o f a r t 
can be manipulated. This m a n i p u l a t i o n i n v o l v e s the demand t h a t 
en a c t i v i t y n ot h i t h e r t o g e n e r a l l y considered as a r t be considered 
as a r t ( r a t h e r than, i n t h i s case, simply as f i l m , o r t e l e v i s i o n , 
or as •entertainment' ) . This i s p a r t o f a c o n t i n u a l process 
of a r t being constructed i n new ways, through the expansion o f 
a l t e r a t i o n of t h a t which i s t o count as the content o f a r t e 
The C r a f t s Advisory Committee's emphasis on the craftsman as 
a r t i s t - c r a f t s n i a a t i s a l s o i l l u s t r a t i v e o f t h i s . Not9 a l s o i n 
Liicas's l e t t e r the p a r t i c u l a r group o f f i l m makers he c i t e s •-
f i l m makers of the c u l t u r a l avante-garde who are p a r t l y recognised 
as- a r t i s t s already, and on the backs of whom the whole group 
or a c t i v i t y cam be r e c l a s s i f i e d o 
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T h i r d : Lucas's l e t t e r i l l u s t r a t e s the tendency f o r 
o t a t o support and i n t e r v e n t i o n t o expand i n the a r t s . For, given 
t h a t the s t a t e already supports c e r t a i n arts, (and accepts the 
commitment ) , others (such as Lucas) demand t h a t a c t i v i t i e s n o t 
y e t supported be supported ( o r be recognised as a r t s , asd 
hence e l i g a b l e f o r s t a t e a i d ) * 
An a r t i c l e by Mr. Hugh Leggatt,. an a r t dealer,, i n the 
•Times' of 27 December 197A f u r t h e r i l l u s t r a t e s the sense i n which 
the s t a t e , once having become i n v o l v e d i n the a r t s , i s f o r c e d i n t o 
f u r t h e r and f u r t h e r commitment. Mr. Leggatt discussed the 
proposed wealth t a x , and i t s possible e f f e c t i n f o r c i n g onto the 
open market many works of a r t now i n p r i v a t e hands. Leggatt 
argued t h a t , i f the s t a t e introduces a wealth t a x , i t must a l s o 
take the consequences, and be prepared t o buy and conserve those 
works f o r c e d onto the market. Leggatt f u r t h e r l i s t s the 
va r i o u s e n q u i r i e s i n t o conservation and l o c a l museum services,, 
aad examines the r e f u s a l of successive M i n i s t e r s t o take the 
problems i n these f i e l d s s e r i o u s l y . That i s , lie argued t h a t 
the s t a t e must expand i t s conservation atai l o c a l museum se r v i c e s 
i f only t o mai n t a i n the stock of objects and p i c t u r e s already 
a c q u i r e d t 
Leggatt argued h i s case s t r o n g l y . For our purposes, 
however, what i s t o be noted i3 t h a t he i s demanding f u r t h e r 
s t a t e i n t e r v e n t i o & o The c o n d i t i o n s t h a t make sxich a demand 
p o s s i b l e , p l a u s i b l e , and almost i n e v i t a b l e , are those we have 
beea examining. That is,., s t a t e i n t e r v e n t i o n , i n . the. a r t s 
b u i l t up d u r i n g the 19th and 20th. c e n t u r i e s , and a s i t u a t i o n , 
where now the s t a t e absorbs 55~&$ of the gross n a t i o n a l product,, 
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Beans t h a t i n c r e a s i n g l y t p r o b l e c s ' are thrown a t the door o f 
the s t a t e . The s t a t e i s presented as merely g i v i n g assistanca 
and subsidy,, b u t , i n c r e a s i n g l y , i t i s demanded t h a t i t make 
p o l i c i e s . . The ' l a i s s e z - f a i r e * ideology we have beea examining 
becomes, t h e r e f o r e , i n c r e a s i n g l y u n v i a b l e . 
The v ery existence o f a m i n i s t e r w i t h s p e c i a l respon-
s i b i l i t y f o r the a r t s h i g h l i g h t s t h i s s i t u a t i o n . For, p r i o r 
t o the c r e a t i o n of a s p e c i a l m i n i s t e r i n . the mid 1960s, tha 
government c o u l d 'appear' t o be a s s i s t i n g v a r i o u s bodies^ w i t h o u t 
a c t u a l l y having t o formulate p o l i c i e s . But as scon, as a 
S i n i s t e r e x i s t s , , p o l i c i e s become more e x p l i c i t , and p o l i c i e s and 
power are embodied i n t h a t M i n i s t e r . The a r t s appear t o be 
more d i r e c t e d : p o l i c y statements are demanded from, the m i n i s t e r 5 
s p e c i f i c forms of i n t e r v e n t i o n , are requested. 
Jennie Lee was the f i r s t M i n i s t e r f o r the A r t s and 
the m i n i s t e r concerned w i t h the 1965 White Paper reviewed e a r l i e r . 
She intervened i n the 1974/5 debate on a r t finance w i t h a*i 
a r t i c l e i n the 'Times' o f January 29th 1975, e n t i t l e d "The Caso 
f o r A r t i n a Cold Climate". As w i t h St.John Stevas, she was 
a rguing f o r increased spending d u r i n g a period, of economic 
rec e s s i o n : 
I t i s when the going i s hardest t h a t h e a r t and mind need 
the refreshment of something more than m a t e r i a l t hingso 
That i s how we have always reacted, i n war and i n peaceP. 
i n times of crisis„ So why not now? Or have we completely 
l o s t our nerve? 
To add weight t o her argument she invoked the success of t t e 
F e s t i v a l of B r i t a i n , and reminded readers of the arguments r a i s e d 
a g a i n s t t h a t . But, she suggests: 
There was pride i n the a i r t h en, b e l i e f . i j i our f u t u r e and 
some of the glow of war-time coraradeship s t i l l remained. 
(J.Lee; Times; 29.1.1975.) 
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Jennie Lee recognised i a . her a r t i c l e t h a t the a r t s 
were s t i l l a m i n o r i t y p u r s u i t ; she argued, however, t h a t t h e y 
should he made more r e l e v a n t and " a c c e s s i b l e " • A l s o , the a r t s 
•oust be f r e e d from "the sad waste caused a t present by out-moded 
cl a s s divisions©" 
Lee's argument i s , , t h e r e f o r e , the one we are f a m i l i a r 
w i t h w i t h i n which a r t and c u l t u r e are u n i t i n g i n f l u e n c e s 0 
A r t boosts general morale, and, i n a c o u n t r y of extremes i n 
n a t t e r s of r i c h e s and poverty, power and non-power, a r t 
somehow u n i t e s those who might be d i v i d e d by r e c e s s i o n * Hot 
t h a t poverty or power i s discussed, however, f o r c l a s 3 d i v i s i o n s 
are t o be thought away by simply being designated "outaoded"o 
As p a r t of the t h i n k i n g away o f class d i v i s i o n s note a l s o Lee's 
use of the f i r s t parson p l u r a l as. i n , 1!w© have always reacted 
i n war ami i n peace"; "have we completely l o s t our nerve"; 
b e l i e f i n our future"« This phrasing i s the saaie as t h a t 
employed i n the 1965 White Paper, *A P o l i c y f o r the A r t s - the 
F i r s t Steps', where i t wa3 s a i d t h a t "we walk the same s t r e e t s " «> 
Any s o c i o l o g i c a l e n q u i r y must q u e s t i o n such uses o f 
"we" and "our", and ask, 'Who i s the we being r e f e r r e d t o ? ' 
This i s e s p e c i a l l y important here, given t h a t Lee t a l k s o f 
making the a r t s more "accessible"o I f 'access' i s given t o 
something, i t i s i m p l i e d t h a t someone or some people"have t h i s 
something, and others have n o t , and the f i r s t group cam use t h e i r 
c o n t r o l i n order t o make a v a i l a b l e t o the second© 'Access' 
i s something t h a t can only be given t o a pre-defined and pre-£aade. 
phenomenon; p a r t i c i p a t i o n could imply a l i t t l e more; but 
n e i t h e r access nor p a r t i c i p a t i o n mean c r e a t i v i t y or c o n t r o l o 
Lee t h e r e f o r e i m p l i e s and assumes the existence of the v e r y 
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power r e l a t i o n s she dismisses as "outmoded" 
The S i g n i f i c a n c e of a M i n i s t e r f o r the A r t s 
Jennie Lee, as the f i r s t M i n i s t e r f o r the A r t s , makes 
the beginning of a more e x p l i c i t c e n t r a l i s a t i o n and c o n t r o l of 
the a r t s . This r e s u l t s i n the undermining of the p o s s i b i l i t y o f 
the 'independence' and ' l a i s s e z - f a i r e ' ideology sa c e n t r a l t o 
t h i n k i n g about the s t a t e and the a r t s i n the 19th and 2 0 t h 
c e n t u r i e s • 
Something of the tensions r e s u l t i n g f r o a the appoint meit 
of a M i n i s t e r were made evident r e c e n t l y i n a dispute between 
the A r t s C o u n c i l drama panel, the A r t s C o u n c i l i t s e l f , aiid 
the then M i n i s t e r , Hugh Jenkins. The d i s p u t e was re p o r t 3d i n 
the Guardian of Monday, March 3 r d , 1975. 
The Drama panel, as w i t h a l l the A r t s C o u n c i l s p e c i a l i s t 
panels, makes recommendations which then go t o the C o u n c i l . 
I t i a the C o u n c i l which i s empowered t o make a c t u a l d e c i s i o n s . 
Thus, i f the members of the C o u n c i l wish, they can ignore the 
recommendations of the s p e c i a l i s t panel (the l a t t e r being the 
forum through which selected p r a c t i t i o n e r s of the v a r i o u s a r t s 
cam express t h e i r v i e w s ) . The Drama panel voted on t h i s occasion 
t h a t the C o u n c i l should have t o provide the s p e c i a l i s t panels 
w i t h a precis of i t s comments and views on panel suggestions, 
nod the a c t i o n s taken as a r e s u l t o f a s p e c i a l i s t panel recommend-
a t i o n . This proposal was r e j e c t e d by the C o u n c i l on the grounds 
t h a t i t would be a breach of c o n f i d e n t i a l i t y . Nicholas do Jongh, 
w r i t i n g i n the Guardian (Monday, March 3, 1975),commented t h a t 
Tfo s i g n i f i c a n c e of the move i s t h a t Mr Hugh Jenkins, 
M i n i s t e r f o r the A r t s , has already t o l d the c o u n c i l t h a t 
i t must t r y and make i t s e l f more democratico 
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This event i l l u s t r a t e s not only the e x t e n t t o which the A r t s 
C o u n c i l i s undemocratic ( i t excludes c o n t r o l by a m e r i t o c r a c y o f 
p r a c t i t i o n e r s , so c e n t r a l t o Alexander Beresford Kops'fc 
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programme as o u t l i n e d i n 1863) b u t , mors i m p o r t a n t l y , tha 
sense in.which the M i n i s t e r now becomes i n v o l v e d i n disputes,, 
and i n issues of c o n t r o l , p o l i c y , o r g a n i s a t i o n , and so f o r t h , 
and i s thus seen t o be i n the p o s i t i o n , o f ' p u t t i n g oa. pressure' ^  
l a p u t t i n g pressure on the A r t s C o u n c i l tha M i n i s t e r i s i n a 
powerful p o s i t i o n , since the government c o n t r o l s finance and 
appointments. Without a l t e r i n g the c h a r t e r o f 194-6 the M i n i s t e r 
cannot d i r e c t the Council i n . a day t o day or immediate sense s, 
b u t , over t i m e , he can a l t e r personnel, aad,. on aa annual b a s i , i s 
he can w i t h h o l d money. 
Tha A r t s as Motional Prestige and I n t e r n a t i o n a l C u l t u r a l Exchange-
The a r t s ae a f o r e of p r e s t i g e f o r a n a t i o n , aral as 
a form of i n t e r n a t i o n a l d i p l o m a t i c currency, i s something we 
have a l l u d e d t o i n d i s c u s s i n g n i n e t e e n t h century developments. 
These aspects of the ideology of a r t as p a r t of r u l i n g c l a s s 
c u l t u r e are, however, c e n t r a l n o t only t o understanding recent 
expansion i n s t a t e patronage, but i n understanding the whole 
post-Renaissance s o c i a l c o n s t r u c t i o n , of a r t . . 
A r t as a form of p r e s t i g e aod adornment for- a r i s t o c r a t i c 
houses and l i f e - s t y l e s i s f r e q u e n t l y r e f e r r e d t o . The development 
of a s t a t e c o n t r o l l e d a r t s system i n the France of Louia XITy, 
f u r t h e r m o r e , i s a c l a s s i c exaisple of the a r t s being developed 
as p a r t of the p r e s t i g e , display,, and s t a t u s of a ' n a t i o n ' . 
Here I i n t e n d t o examine the more rec e n t use o f a r t i n t h i s manner 
i n contemporary B r i t a i n through the words and a c t i o n s o f 
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JoW.Lambert (a. member o f the A r t s C o u n c i l , aied l i t e r a r y and a r t s 
e d i t o r of the 'Sunday Times'), and S i r Harold Wilson, ( t h e n 
l e a d e r of the Labour Party, and Prime M i n i s t e r ) • 
Lambert wrote a major f u l l page a r t i c l e i n the Sunday 
Times of March 23rd, 1975* He wrote l a r g e l y of the t h r e a t f a c i n g 
the B r i t i s h t h e a t r e , b u t many o f h i s remarks, are more widely-
r e l e v a n t 6 
I n h i s opening remarks Lambert acknowledged " p o l i t i c a l 
u n certainty",, " s o c i a l f l u x " and "economic a b s u r d i t y " as being 
the c o n t e x t f a r h i s d i s c u s s i o n . He argued, however,, t h a t 
im one f i e l d a t l e a s t we can speak out proudly. The a r t s 
are the f l o w e r and f r u i t of any c i v i l i s a t i o n ; and i n the 
a r t s B r i t a i n since the war has proved m i r a c u l o u s l y f e r t i l e . 
(J.U.Lambert. Sunday Times . 23.3. '75 * 'Requiea f o r B r i t i s h 
Theatre' )« 
Thus he stresses again the thecsB o f a r t and c i v i l i s a t i o n 
which we have seen s t a t e d by Mathew Arnold, St. John Stevas and 
Jennie Lee. Lambert goes on t o say t h a t 
Our p a i n t e r s and s c u l p t o r s , our i n s t r u m e n t a l i s t s , , conductors,, 
singers and dancers, our t h e a t r e companies and our drusurfciEt-s 1 
plays are i n demand a l l over the w o r l d . 
I t i s t h e r e f o r e no wonder, he commented, t h a t Mr Harold Wilson 
spoke i n Moscow the other day o f "the i m p o r t a n t r o l e o f c u l t u r a l 
l i n k s " , and of the d e s i r a b i l i t y o f promoting 
f u l l e r mutual knowledge o f achievements i n l i t e r a t u r e , a r t 
and other f i e l d s of c u l t u r a l a c t i v i t y * - — 
(HoWilson; quoted by J.W.Lambert, o p * c l t . ) 
Wilson here shows how a form o f c u l t u r e , d e f i n e d 
a - p r i o r i as p o l i t i c a l l y n e u t r a l (a n e u t r a l i t y which f o l l o w s 
from c u l t u r e being d e f i n e d as of c i v i l i s a t i o n which, by d e f i n i t i o n , 
i s of the h i g h e s t achievement o f any s o c i a l order o f whatever 
colour),, can be used as a form of s o f t diplomacy - a form o f 
n a t i o n a l s e l f - p r e s e n t a t i o n , and a c o n t e x t w i t h i n which the hard 
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diplomacy o f trade deals and armament t a l k s can. take place• 
C u l t u r e as ' s o f t ' diplomacy can open up f u r t h e r p o s s i b i l i t i e s , 
o r be used as a 'cement' f o r a d i p l o m a t i c inter-change t h a t has 
already t a k e n place. C u l t u r e a l s o gives the hard f a c t s of 
r e a l diplomacy a 'human face', and i s thus a way o f p r e s e n t i n g 
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d i p l o m a t i c deals w i t h i n the home country. 
S e n s i t i v e t o these uses o f c u l t u r e , Mr, Lambert 
asks i n h i s a r t i c l e i f Mr. Hugh Jenkins ( M i n i s t e r f o r the A r t s ) 
has t o l d Mr. Wilson of the f i n a n c i a l p l i g h t of the a r t s i n B r i t a i n . 
Lambert o u t l i n e s what t h i s p l i g h t i s , and goes on t o p o i n t out 
t h a t the B r i t i s h achievement has been b u i l t on s t a t e support 
which compares badly w i t h t h a t given i n many other c o u n t r i e s * 
The e f f e c t s of i n f l a t i o n on the a r t s are i n t e r e s t i n g 
i n themselves; what i s s i g n i f i c a n t f o r our purposes, however, 
i s the manner i n which Lambert d i r e c t s the whole problem a t the 
s t a t e . This i l l u s t r a t e s again how the involvement of the s t a t e 
i n the f i r s t place has generated f u r t h e r involvement and demands. 
I n t h i s p a r t i c u l a r a r t i c l e , however, Lambert i s not simply 
drawing out the l o g i c of s t a t e i n t e r v e n t i o n , but i s p l a c i n g 
e s p e c i a l s t r e s s on the way i n which a r t and c u l t u r e are used by 
governments as forms of p r e s t i g e and diplomacy. He i s saying, 
i n e f f e c t ; ' I f you want t o use c u l t u r e as a p o l i t i c a l weapon, 
make sure your weapon i s i n good, "functioning order.* I n b i s 
own words, he s a i d : 
please, Prirao M i n i s t e r , f o r the sake of B r i t a i n ' s t o t t e r i n g 
honour, stop promising the Russians or anyone else c u l t u r a l 
and a r t i s t i c exchanges which we s h a l l nob be able t o make. 
Stop b o a s t i n g o f our achievement while r e f u s i n g t o keep i t 
a l i v e . 
The appeal t o the Prime M i n i s t e r i s perhaps again i n d i c a t i v e 
o f the increase i n s t a t e involvement i n the a r t s . 
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Lasbert's a r t i c l e r e c e i v e d a c e r t a i n amount o f a t t e n t i o n 
i n the media, and he was in t e r v i e w e d on the f o l l o w i n g day on the 
B.B.C. *World a t One1 news programme (Monday, 24th March, 1975 ) • 
The i n t e r v i e w e r suggested t h a t our "present p l i g h t " rendered 
increased money f o r the a r t s out o f the ques t i o n * Lambert 
po i n t e d out t h a t P aris received as much support f o r the a r t s as 
the whole o f B r i t a i n , and t h a t 
Russia, China, places l i k e t h a t , spend f a r more money than 
we do; and as f o r our being able t o a f f o r d i t , the amount 
of money i s t i n y . 
Lambert f u r t h e r re-emphasised h i s a t t a c k on governments t h a t boast 
about the a r t s , w i t h o u t i n c r e a s i n g spending: 
I do get a w f u l l y t i r e d o f hearing members o f the Government 
a£td other spokesmen f o r B r i t a i n b o a s t i n g , q u i t e i u s t i f i a b l y , 
about our achievements i n the a r t s - our standing i n the 
w o r l d today i n t h i s f i e l d - w h i l s t a t the same time thcvvr 
won't take what I regard as the t i n y step necessary, n o t 
f o r a monstrous expansion, but simply t o keep the n u r s e r i e s 
of t a l e n t and our a c t u a l achievements going. 
I t i s perhaps s i g n i f i c a n t t h a t when Laiabert, above, gave examples 
of c o u n t r i e s where more money i s spent on the a r t s thaa i n 
B r i t a i n he c i t e d the U.S.S..R. and the People'3 Republic c f 
China - bo t h c o u n t r i e s where p r i v a t e e n t e r p r i s e support i s out 
of the q u e s t i o n . That i s , p r i v a t e e n t e r p r i s e support d i d n o t 
ente r i n t o h i s c o n s i d e r a t i o n i n B r i t a i n i n 1975o Only Mr 
Hugh Jenkins, as the member of the government responsible f o r 
the a r t s , s t i l l s e r i o u s l y t a l k e d of p r i v a t e e n t e r p r i s e support, 
and such t a l k was dismissed by the 'Times' as merely d i v e r s i o n a r y . 
The Regional A r t s Associations and the State 
Tha A r t s C o u n c i l , C r a f t s Advisory Committee, and 
Design Coun c i l are a l l ' n a t i o n a l ' o r g a n i s a t i o n s c a t e r i n g f o r the 
a r t s and the v i s u a l and designed environment. I t i c the 
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Regional A r t s Associations, developed l a r g e l y d u r i n g the 1960'a 
and 1970 }o, which represent, w i t h i n , the ideology o f a r t , f o r e s 
o f l o c a l , independent, d e c e n t r a l i s e d c o n t r o l of a r t s f i n a n c i n g 
and organisatiotte I n t h i s s e c t i o n I i n t e n d t o show t h a t the 
Regional A r t s Associations are not only of the s t a t e ( i n the 
sense t h a t the s t a t e was d e f i n e d e a r l i e r ) , b a t t h a t n o t i o n s o f 
•independence' and ' l o c a l c o n t r o l ' oust be q u a l i f i e d by under-
standing the d i r e c t s u b o r d i n a t i o n of the Regional A r t s A s s o c i a t i o n s 
t o the l o c a l and n a t i o n a l s t a t e * 
At the end of 1961 there were only two Regional A r t s 
AseociatioES - the South West A r t s A s s o c i a t i o n (1956) and the 
Northern A r t s Association. (1961) •/ By 1967 f o u r laora had haee. 
added, three of theca ' r e g i o n a l 1 , and one o f theia an 'area* 
association.*. A f t e r t h i s developments were more r a p i d w i t h f i v e 
a s s o c i a t i o n s formed i n 1963 aaai 1969,. and a f u r t h e r three in 
1970 and. 1971., and. a second1 Area Association, a l s o being forfaedc 
A f u r t h e r two have been formed since the end of 1972* 
Fro© 1969 t o 197A the grants t o Regional A r t s Associations 
g i v e n by the A r t s C o u n c i l , increased from about one q u a r t e r 
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m i l l i o n pounds, t o n e a r l y one and a h a l f m i l l i o a s o . 
Tha systeis by which grants are a l l o c a t e d by the A r t s 
C o u n c i l t o Regional Associations i s somewhat haphazard, being 
the r e s u l t o f h i s t o r i c a l a c cident, r a t h e r t h a n a coherent p r e -
d e f i n e d p o l i c y . Thua, Hugh Jenkins, t h e n M i n i s t e r f o r the A r t s , 
explained i n June 1974 t h a t 
The amount of d i r e c t g r a n t the a s s o c i a t i o n s receive 
from the A r t s Council, i s p a r t l y a consequence o f t h e i r age, 
p a r t l y o f t h e i r population and i s , of course, r e l a t e d t o 
the range of t h e i r a c t i v i t i e s . The two o l d e s t , f o r example, 
were r e c e i v i n g over a t h i r d of the t o t a l f o r England i n 
1972/3 f o r a p o p u l a t i o n l e s s than o n e - s i x t h of the t o t a l s 
The f i g u r e s f o r 1974/5 show a broader spread, but the largeafc 
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sum, £300,000, s t i l l goes t o the n o r t h w i t h i t s p o p u l a t i o a 
of 3m, whereas w i t h a s i m i l a r p o p u l a t i o n the east midlands 
r e c e i v e s under £80,000, and the south east only £27,000 e (94) 
The Regional A r t s A s s o c i a t i o n i s , however, only one 
aspect of r e g i o n a l p o l i c y i n the a r t s . I n a speech t o tho 
Regional Studies A s s o c i a t i o n conference o f Ju?se 1974 t&o 
M i n i s t e r f o r the A r t s discussed broad a r t s p o l i c y i n terms o f a 
three t i e r systems f i r s t , the n a t i o n a l l e v e l run. by the A r t s 
Council} second, the r e g i o n a l l e v e l , , c a t e r e d f o r by Regional 
Art3 Associations? t h i r d , the l o c a l l e v e l , c a t e r e d f o r by l o c a l 
government. The A r t s C o u n c i l , however,, operates n o t only a t 
the n a t i o n a l l e v e l , b u t undertakes soma d i r e c t sponsoring i n ths 
regions other t h a n t h a t d i r e c t e d through the Regional A r t s 
A s s o c i a t i o n s , w h i l e l o c a l government i t s e l f i s involved, not only 
i a d i r e c t sponsorship or subsidy, but alt'.o c o n t r i b u t e s towards 
the finances o f tne Regional A r t s A s s o c i a t i o n s . 
The complexity of these ways o f f i n a n c i n g the a r t s i s 
l a p a r t a consequence o f the post war Arte- Council's r e f u s a l 
t o appear t o sponsor d i r e c t l y w i t h i n the regionso That i s * 
a r e f u s a l t o appear t o be d i r e c t l y i n v o l v e d and a d m i n i s t r a t i v e l y 
i n v o l v e d across the c o u n t r y , has l e d t o resources and i n f o r m a t i o n , 
being channelled through a v a r i e t y o f bodies and organisations« 
OBB consequence of t h i s , as we have seen, has beea the great 
d i f f e r e n c e s i n the amounts of c e n t r a l support given t o the v a r i o u s 
r e g i o n s . I a a d d i t i o a t o t h i s , the support of the l o c a l 
a u t h o r i t y v a r i e s from region t o r e g i o n . I n 1971/2 
l o c a l a u t h o r i t y c o n t r i b u t i o n s t o r e g i o n a l funds per thousand of 
the p o p u l a t i o n ranged from under £2 i n Greater London and the 
West Midlands, t o t e a times t h a t f i g u r e in. L i n c o l n s h i r e , West 
95 Wales, and the North,, and as higfe as £34 i n the a i d Pennine a* 
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Wore the Regional A r t s Associations genuinely r o o t e d 
i n the regions they cover ( i n t e r e s o f t h e i r finance aasd 
c o n t r o l ) one would expect great v a r i a t i o n s f r o a area t o area 
across the country; l o c a l p r i o i - i t i e s , o b j e c t i v e s and resources 
would determine what s o r t , i f any, of a r t s a s s o c i a t i o n , was t o 
e x i s t , and what i t would do. 
Hugh Jenkins ( t h e n M i n i s t e r f o r the A r t s ) , , speaking 
a t the Regional Studies A s s o c i a t i o n conference (June 1974),, 
i n d i c a t e d , however, a very d i f f e r e n t approach t o l o c a l s e l f 
government i n the a r t s * He s t a t e d t h a t 
The q u e s t i o n o f decentx*alisation i s a proper one t o r a i s e <> . . 
The a s s o c i a t i o n s are a t an unevea. stage o f development, ami, 
n a t u r a l l y enough, t h e i r readiness and t h e i r a b i l i t y t o 
take over some r e s p o n s i b i l i t y from the A r t s Council w i l l 
v a r y . I would t h i n k myself t h a t i n the years immediately 
ahead the t a s k w i l l b9 t o b r i n g a l l o f them t o a s a t i s f a c -
t o r y l e v e l i n a l l respects acti t h e n perhaps t o look again, a t 
what powers ought t o be delegated. I t i s obvious, t h a t r e a l 
r e g i o n a l development im p l i e s decreasing r e l i a n c e on the 
c e n t r e , but t h i s i n t u r n i m p l i e s growth i n r e s p o n s i b i l i t y 
i n the regions and i n the l o c a l i t i e s ^ (9o") 
This statement i n d i c a t e s t h a t a l l t a l k o f d e c e n t r a l i s a t i o n aftd 
independence must be t r e a t e d w i t h c a u t i o n . For Hugh Jenkins 
t a l k e d i n the above of wanting t o ' b r i n g 1 a l l o f the a s s o c i a t i o n s 
t o a ' s a t i s f a c t o r y l e v e l ' , aEd he sai d t h i s would i n v o l v e a 
growth i n ' r e s p o n s i b i l i t y ' i n the regions and l o c a l i t i e s . 
That i s , ' b r i n g 5 i s used as aa a c t i v e verb - the actor- being 
" — t h e c e n t r a l s t a t e , A r t s C o u n c i l and/or government, while the 
o b j e c t being 'brought' i s the l o c a l a s s o c i a t i o n . Furthermore, 
' r e s p o n s i b i l i t y ' i s d e f i n e d by the c e n t r a l s t a t e ; thus independence 
and the 'delegation' of power w i l l f o l l o w o n ly from and w i t h i n 
the terms s e t by c e n t r a l , government and the c e n t r a l state© 
Further l i g h t was thrown on what d e c e n t r a l i s a t i o n 
ansd l o c a l c o n t r o l could and could n o t mean when the M i n i s t e r 
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f o r the: A r t s asked the r h e t o r i c a l q u e s t i o n s : 
Can the same confidence be reposed i n the Regional A r t s 
Associations t o d i s t r i b u t e f i n a n c i a l support w i t h the k i n d 
of Informed j u s t i c e which i s necessary and which i s g e n e r a l l y 
b e l i e v e d t o be c h a r a c t e r i s t i c of the A r t s C o u n c i l r e c o r d 
i n these matters. 
And i f not everyone t h i n k s the A r t s C o u n c i l i's as good as 
I do, would not d e v o l u t i o n of patronage on a l a r g e scale 
r i s k b r i n g i n g the whole process i n t o disreputeV (97) 
Jenkins i s i m p l y i n g here t h a t one of the achievements of the 
A r t s C o u n c i l i s t h a t i t has become re s p e c t a b l e , and could t h e r e f o r e 
c o n f e r r e s p e c t a b i l i t y on t h a t which i t p a t r o n i s e d . Jenkins 
i n d i c a t e s , t h e r e f o r e , a possible danger i n d e v o l u t i o n as being 
t h a t the l o c a l group would n o t c a r r y the r e s p e c t a b i l i t y and power 
of l e g i t i m a t i o n t h a t the A r t s C o u n c i l had acquired. To weaken 
the c e n t r a l , c o n t r o l of the Arts C o u n c i l , t h e r e f o r e , would be t o 
r u n the r i s k o f lessening the power o f the s t a t e t o define 
what i s , and what i s n o t , a r t . 
More i m p o r t a n t l y , however, the above quotations indicate, 
something of the r e l a t i o n between c e n t r a l s t a t e end the Regional 
A r t s A s s o c i a t i o n s . The sense i n which they have not got pover 
i s i n d i c a t e d by the t a l k of p o s s i b l y g i v i n g thera power, aisd tha 
sense i n which they are seea as p a r t o f a system dominated by 
the c e n t r a l A r t s C o u n c i l i s i n d i c a t e d by the e a r l i e r q u o t a t i o n 
i n which Jenkins t a l k e d of 11 b r i n g i n g ' the Regional Associations 
t o a ' s a t i s f a c t o r y l e v e l ' . 
Hugh Jenkins waff, however, w e l l aware t h a t the r o l e 
of the s t a t e i n r e l a t i o n t o a r t was changing, and was bound t o 
change, due t o the expansion of s t a t e c o n t r o l and p r o v i s i o n i n 
the f i e l d . Thus he noted t h a t the sums of money i n v o l v e d i n 
s t a t e patronage had so f a r , 
not beem huge and the idea of support has been so new and. 
so welcome t h a t people have not been disposed t o q u e s t i o n . 
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But as the h e l p of the s t a t e becomes the nora and gets 
takea f o r granted, so more and more people begin, t o question, 
n o t only the d i s t r i b u t i o n of the s t a t e ' s help but the 
methods by which those who make the d e c i s i o n s are chosen. (98) 
I t was, however, becatsse he was aware of these problems t h a t 
Hugliii Jenkins wished t o keep the power o f f i n a n c i a l and d e f i n i t i o n a l 
c o n t r o l w i t h i n the o r b i t o f the c e n t r a l state., For, although 
he stressed t h a t i t was important t h a t 
decisions are taken by persons who w i l l enjoy the confidence 
of those a f f e c t e d by the a 
he went on t o st r e s s t h a t such persons (who take d e c i s i o n s ) should 
Qot be e l e c t e d : 
I do not bel i e v e they should be e l e c t e d b ut I do t h i n k t h a t 
there should be more c o n s u l t a t i o n before they are appointed 
and t h a t t h i s c o n s u l t a t i o a should be for m u l a t e d i n t o c. 
process o f nomination* (99) 
Thus the power o f d e f i n i n g a c t i v i t i e s , and the c o n t r o l of m a t e r i a l 
resources, were t o remain f i r m l y in. the hands of the c e n t r a l 
s t a t e (the A r t s C o u n c i l and M i n i s t e r f o r the A r t s ) w i t h the a d d i t i o n 
of a l i t t l e ' c o n s u l t a t i o n ' . As- was stressed e a r l i e r , the power 
of appointment i s c e n t r a l l a an understanding o f 3tate controX 
and the n o m i n a l l y 'independent' organisations,, 
C o n t r o l w i t h o u t D i r e c t i v e s 
Kr. P a t r i c k Gibson,. Chairmam o f the A r t s C o u n c i l , 
f u r t h e r discussed issues of 'independence r and ' c o n t r o l ' i a 
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a paper t o the same conference. He reminded the conference 
t h a t i n the ' f i f t i e s the A r t s C o u n c i l had operated t h r o u g h a 
number of branches (he was t a l k i n g i n f a c t o f the Council's 
i n h e r i t a n c e from C.E.M.A.), and reminded the conference t h a t i t 
was only d u r i n g the ' f i f t i e s t h a t these had teen a b o l i s h e d . 
Thu3, he s a i d , 
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except f o r Scotland, and Wales, the State's patronage of t h e 
a r t s became b a s i c a l l y c e n t r a l i s e d and. u n t i l the advent o f 
the f i r s t Regional A r t s Associations t h e r e was no dev o l u t i o n , 
a t a l i o (101) 
Yet now, he pointed out, d e v o l u t i o n had become a f e a t u r e o f 
expressed C o u n c i l p o l i c y . R h e t o r i c a l l y , t h e r e f o r e , Gibson 
asked why the regions should not be assessed as were Scotland 
and. Wales i n terms of need and p o p u l a t i o n . In. answer he argued 
t h a t 
The r e g i o n a l a r t s associations are independent, they have 
grown up spontaneoxisly , though w i t h encouragement from the 
c e n t r e , b u t , u n l i k e the A r t s C o u n c i l , t h e y do n o t a u t o m a t i c a l l y 
q u a l i t y f o r support from p u b l i c funds. Eow, th e n does the 
A r t s C o u n c i l assess them? (102) 
The theme o f 'independence* appears agaia t h e r e f o r e - though 
on t h i s occasion independence would seera. a l e o s t a f i n a n c i a l 
l i a b i l i t y . We must, however f explore t h i s indepsndence further*? 
i n order t o d i s s o l v e the concept and e s t a b l i s h the r e a l l i n k s 
between tho c e n t r a l s t a t e , l o c a l s t a t e , and the Regional A r t s 
Associationsc 
Gibson argued t h a t the Regional A r t s Associations had 
proved theaselves a b e t t e r means of f o s t e r i n g the a r t s 
than the l o c a l branches o f the Council could ever .have 
becomeo Because of course the way t o jalaa and. execute 
a p o l i c y f o r the a r t s i s t o put i t i n the hands of people 
who know t'm r e g i o n concerned! (l03T 
This i s an important statement, f o r , even i f "people who know 
the r e g i o n " are n o t " n e c e s s a r i l y t o be e l e c t e d or t o be r e p r e s e n t i t i v d 
of the r e g i o n i t i s a t l e a s t s t a t e d t h a t t h e re are people la-
the regions whose knowledge and understanding of the regions i s 
gr e a t e r than t h a t o f those at the c e n t r e , and who can 
t h e r e f o r e more e f f e c t i v e l y c a r r y out and c o n s t r u c t a r t s p o l i c y . 
To r e t u r n t o Gibson's q u e s t i o n , the a, how does the 
A r t s C o u n c i l assess tha regions (given t h a t tho regions are s a i d 
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t o coojbain. people whose l o c a l knowledge i s b e t t e r t h a n t h a t o f 
the assessors*) 
Mr Gibson l i s t e d e i g h t c r i t e r i a by which the q u a l i t y 
o f aad the schemes o f l o c a l a s s o c i a t i o n s were t o be judged,, 
C e r t a i n of these c r i t e r i a are pu r e l y f i n a n c i a l ; o t h e r s , such as 
the Regional A s s o c i a t i o n d i s p l a y i n g 
a. thorough knowledge of the region^. 
aed 
A responsiveness t o the needs of the r e g i o n , both expressed 
a i d unexpressed 
are r e v e a l i n g of the c o n t r a d i c t i o n s i n h e r e n t i n Gibson's p o s i t i o n * 
For these two c r i t e r i a imply t h a t the c e n t r a l body ( A r t s C o u n c i l ) 
s h a l l have r e g i o n a l knowledge by which t o judge the r e g i o n a l 
knowledge and competence of Regional Asso c i a t i o n s who have been 
d e f i n e d as having g r e a t e r r e g i o n a l competence and knowledge 
t h a n the c e n t r a l body could ever have,, I n other words the 
c r i t e r i a are t o ba those of the c e n t r a l body 0 
Further c o n t r a d i c t i o n s are r a i s e d , t h e r e f o r e 5 . when 
a f u r t h e r c r i t e r i o n by which t o judge a Regional A s s o c i a t i o n i s 
s a i d by P a t r i c k Gibson t o be t h a t the Regional A s s o c i a t i o n should 
have 
A r e a l independence . . . . They must not become merely 
the agents of the A r t s C o u n c i l i n the d i s s e m i n a t i o n of 
m e t r o p o l i t a n c u l t u r e c (104) 
With t h i s " r e a l independence" the a s s o c i a t i o n should, he s t a t e d , 
show 
A readiness t o cooperate w i t h others - whether w i t h the 
Art s C o u n c i l . . . . 
and so f o r t l n Thus, i n sum, the l o c a l a s s o c i a t i o n i e t o be 
Judged by the c e n t r a l body on i t s l o c a l e x p e r t i s e ; on i t s 
independence "of the c e n t r a l bodyj and on i t s w i l l i n g n e s s t o 
cooperate w i t h and f u l f i l l the c r i t e r i a o f responsiveness t o the 
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r e g i o n of the c e n t r a l body. I f the r e g i o n a l body f u l f i l l s these 
c o n t r a d i c t o r y c r i t e r i a i t i s e l i g a b l e f o r s t a t e funds. 
I as not arguing here t h a t the c e n t r a l s t a t e ( o r l o c a l 
st?.te) should, or should n o t , supervise the ways ia which 
' p u b l i c ' money i s spent by att 'independent' body. Rather I 
an drawing out the c o n t r a d i c t i o n s t h a t have a r i s e n from a 
p r a c t i c e o f e s t a b l i s h i n g each sector of s t a t e p r o v i s i o n i n the 
a r t s as being (nominally/) independent, and I aa attem p t i n g t o 
show the a c t u a l f o r m o f c o n t r o l t h a t operate and e z i s t o 
l a other vords I am attempting t o show the manner i n v h i c h 
c o n s t i t u t i o n a l independence (an appearai^se) i s i n f a c t l i m i t e d 
w i t h i n c e r t a i n d e f i n i t e s t r u c t u r a l c o n s t r a i n t s . I t i s perhaps 
ap p r o p r i a t e here t o remind the reader of .Alexander Seresford 
Hope's phrasing i n saying t h a t " S e l f e l e c t e d corporatioiis. . . . 
are of the g e n i i s of the E n g l i s h constitution"» - emphasising 
here the word " c o n s t i t u t i o n " . The word ' c o n s t i t u t i o n ' 
here im p l i e s t h a t coherence and inter-connectedness t h a t o f f i c i a l 
spokesmen so f r e q u e n t l y d i s g u i s e . 
I have already i n d i c a t e d t h a t the A r t s Council, seeks 
t o support Regional A r t s Associations i n p r o p o r t i o n t o the support 
received from the l o c a l i t y i t s e l f . The C o u n c i l aims a t 
a balance between c e n t r a l and l o c a l p r o v i s i o n of funds; i n 
p r a c t i c e t h i s i s r a r e l y r e a l i s e d . Mr Gibson, however, stresses 
t h a t the A r t s C o u n c i l tends t o respond most where l o c a l support 
i s g r e a t e s t . This f u r t h e r i n d i c a t e s the c o n s t r a i n t s upon 
a Regional Arts Associations p o t e n t i a l 'independence' y f o r i n 
p r a c t i c e t h i s arrangement means t h a t where l o c a l and c e n t r a l 
s t a t e are i n agreement, the Regional A s s o c i a t i o n w i l l be w e l l 
fundedo I'he A r t s C o u n c i l i s w i l l i n g t o delegate a c e r t a i a 
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amount of r e s p o n s i b i l i t y t o the l o c a l s t a t a ( t h r o u g h being w i l l i n g 
t o c o n t r i b u t e h e a v i l y when the l o c a l s t a t e a l s o doea s o ) . 
I n other words, t o some e x t e n t the c e n t r a l s t a t e ( A r t s C o u n c i l ) 
is : w i l l i n g t o r e i n f o r c e the l o c a l s t a t e ( l o c a l government) i n 
the l o c a l s t a t e ' s assessment of the n©rit3 of the l o c a l 
Regional A r t s A s s o c i a t i o n . 
There is. no reference i n t h i s d i s c u s s i o n t o the 
a b i l i t y o f the l o c a l a u t h o r i t y t o assess and respond t o the 
seeds of the l o c a l i t y : t h i s a b i l i t y i s assumed. And, l e s t we 
become seduced by the c o n s t i t u t i o n a l appearance, i t must be 
remembered t h a t the l o c a l form of the s t a t e i s becoming i n c r e a s i n g l y 
i n t e g r a t e d w i t h the c e n t r a l state,- not only through the l o c a l 
government r e o r g a n i s a t i o n l e g i s l a t i o n , b u t through the r a t e s 
support grants making the l o c a l i t y ever more dependent on the 
f i n a n c i a l c o n t r i b u t i o n s of the c e n t r a l exchequer. 
A l t o g e t h e r the g i s t of Gibson's speech w i t h reforence 
t o the Regional A r t s Associations i m p l i e s t h a t , i n order t o 
receive finance and be independent, the A s s o c i a t i o n t r u s t , 
(a) please the l o c a l a u t h o r i t y , f o r , the more the a u t h o r i t y / 
gives the more the A r t s C o u n c i l g i v e s ; (b) a l s o please the 
A r t s C o u n c i l separately f o r , while they w i l l tend t o back up 
l o c a l government, they w i l l a l s o maintain t h e i r r i g h t t o withdraw 
support w i t h o u t reference t o l o c a l government a c t i o n s . 
The system being described here i s n o t one o f c o n t r o l 
Lj d i r e c t i v e s ! r a t h e r i t i s one i n which c o n t r o l i s exercised 
through f i e l d s of ope r a t i o n being d e f i n e d . Probably there 
e x i s t s l i t t l e coherent l o c a l government p o l i c y on the a r t s ; r a t h e r 
the r e p r e s e n t a t i v e s of the l o c a l a u t h o r i t i e s a c t a3 i n d i v i d u a l s . 
But the p o t e n t i a l i s always there f o r v t i t o i n g p a r t i c u l a r p r o j e c t s 
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o r general p o l i c i e s - a veto n o t exercised by d i r e c t command 
bu t through the l o n g term t h r e a t t o withdraw f i n a n c i a l support. 
P a t r i c k Gibson, Chairman of the A r t s C o u n c i l , discussed 
l o c a l a u t h o r i t y support and c o n t r o l of the Regional A r t s A s s o c i a t i o n s 
as f o l l o w s t 
U n f o r t u n a t e l y when i t comes t o the funds received from ths 
l o c a l a u t h o r i t i e s the l a t t e r subscribe i n mo3t cases a 
r e l a t i v e l y small proportion, of the t o t a l * l a s p i t e of 
t h i s the p a r t placed by the l o c a l a u t h o r i t y r e p r e s e n t a t i v e s 
on the r e g i o n a l a r t s associations i s very l?.rge<, Indeed, i t 
could be s a i d t h a t they are almost i n a p o s i t i o n t o c o n t r o l 
_p_olicj;. We waist the a t o play a l a r g e p a r t , but we want 
ths l o c a l a u t h o r i t i e s t o put t h e i r money where t h e i r 
r e p r e s e n t a t i v e s a r e . (107) 
l a some cases, he poi n t s out, the Art3 C o u n c i l c o n t r i b u t i o n t o 
the Regional A r t s A s s o c i a t i o n i s as h i g h as 80% of the t o t a l j 
the l e a s t the Ar t s Council, c o n t r i b u t e s i s 60%, i n the case of 
No r t l i e r n A r t s . 
L o c a l A u t h o r i t i e s as Patrons of the A r t s 
U n t i l 19&4 l o c a l a u t h o r i t y p r o v i s i o n , was l i m i t e d 
•I r\& 
i n . terms of e x p l i c i t d i r e c t sponsorship of the a r t s . 
Museums, a r t g a l l e r i e s , a r t schools, and so f o r t h , were 
supported,, but o f t e n as p e r i p h e r a l commitments i n h e r i t e d frosa. 
the past. Education must, of course, t o some e x t e n t be l i s t e d 
as a ' c u l t u r a l ' p r o v i s i o n , but t h a t i s and was seen as 'education* 
r a t h e r t h a n as"part of " c u l t u r a l p r o v i s i o n ' . 
I do not i n t e n d , however, t o o u t l i n e i c any d e t a i l 
the changes since 196^. i n loc?2 a u t h o r i t y p r o v i s i o n f o r the a r t s ^ 
i n v o l v i n g c e r t a i n form3 of d i r e c t sponsorship being 
exteodedy and a r t s f e s t i v a l s being more r e g u l a r l y organised. 
I t i s not the purpose of t h i s t h e s i s t o describe a l l t h a t i s 
a v a i l a b l e or t h a t i s done: r a t h e r I an s e l e c t i v e l y examining 
aspects of a r t s p r o v i s i o n i n order t o i l l u s t r a t e and extend sua 
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argument concerning the general l o g i c and h i s t o r i c a l development 
of a r t as a s o c i a l f a c t . 
I n mentioning l o c a l a u t h o r i t y p r o v i s i o n , t h e r e f o r e , 
I wish t o note i n passing only some of the consequences of l o c a l 
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government r e o r g a n i s a t i o n as i t has a f f e c t e d the art3. 
Services which, p r i o r t o government re o r g a n i s a t i o n s 
had developed on a piecemeal or ' o n e - o f f basis have now tended 
t o become s t r u c t u r e d on a much wider r e g i o n a l b a s i s , and p o l i c y 
has become more c l e a r l y d e f i n e d . I n t e r v e n t i o n i n the f i e l d s 
of r e c r e a t i o n and c u l t u r e a t the r e g i o n a l l e v e l has tended 
t o become, t h e r e f o r e , a p o s i t i v e f a c e t of p o l i c y , r a t h e r t h a n 
a p e r i p h e r a l aspect of a d m i n i s t r a t i o n s 
General r e o r g a n i s a t i o n o f l o c a l government has r e s u l t e d 
i n v arious forms of umbrella departments o f r e c r e a t i o n and/or 
c u l t u r e . Thus, t o take two examples, the M e t r o p o l i t a n Borough 
of Stockport has a "Recreation and C u l t u r e " d i v i s i o n , and, on 
the d i s t r i c t l e v e l , Bedford D i s t r i c t C o u n c i l has an " a m e n i t i e s " 
department which includes the a r t g a l l e r i e s . 
The s i g n i f i c a n c e of these developments f o r our 
purposes here i s the sense i n which t h i s i n s t i t u t i o n a l c o d i f y i n g 
of l o c a l p o l i c y represents a tendency f o r l o c a l s t a t e p r o v i s i o n 
t o become more e x p l i c i t , f o r m a l i s e d , and, hence, directed« 
State i n t e r v e n t i o n becomes less haphazard, since d e f i n i t e personnel 
e x i s t t o f u r t h e r and promote forms of a c t i o n . 
Just as the c r e a t i o n of a M i n i s t e r f o r the A r t s i n 
the 1960's l e d t o the s t a t e having t o more e x p l i c i t l y formulate 
p o l i c i e s (and thus r u n i n t o d i r e c t c o n f r o n t a t i o n w i t h the ideology 
o f independence w i t h i n which the A r t s C o u n c i l operated) so a l s o 
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the i n s t i t u t i o n a l i s a t i o n of a r t s and c u l t u r a l p o l i c y a t the l o c a l 
l e v e l i s l i k e l y t o have the same consequences i n r e l a t i o n t o the 
r e g i o n a l a r t s a s s o c i a t i o n s . Hot o n l y w i l l t h e r e i n f u t u r e be 
a Regional A r t s A s s o c i a t i o n demanding money from the a u t h o r i t i e s 
i n i t s r e g i o n , b ut th e r e w i l l be competing l o c a l a u t h o r i t y 
commitments ~ and l o c a l a u t h o r i t y o f f i c i a l s and p o l i c y 
makers who may wish t o spend the same sums of money i n other 
ways, or f o r d i r e c t p r o v i s i o n and sponsorship* This nay a t 
the l e a s t l e a d t o great e r pressure being put on Regional A r t s 
Associations t o spend t h e i r money as the l o c a l a u t h o r i t y 
would i t s e l f wish t o spend i t . 
State Expenditure on the A r t s 
Given t h a t money spent on the a r t s comes from, and 
goes t o a v a r i e t y of i n s t i t u t i o n s , and given t h a t c e r t a i n f o r s a 
of expenditure, such as t h a t on a r t teachers i n secondary education,, 
and oa a r t schools absorbed i n t o p o l y t e c h n i c s , i s concealed 
w i t h i n more general education budgets, a f u l l assessment o f 
s t a t e spending on the a r t s i s n o t p o s s i b l e . However, some 
statement on the general l e v e l , of spending i s d e s i r a b l e 
so t h a t the reader cam assess the scale of s t a t e i n t e r v e n t i o n * 
According t o Mr Hugh Jenkins, them M i n i s t e r f o r the 
A r t s , c e n t r a l government grants t o the a r t s increased from 
£25.5m i n 1970/71, t o £52.9m i n 1974/5. These f i g u r e s cover 
expenditure on n a t i o n a l c o l l e c t i o n o f a r t i n Great B r i t a i n , 
and on the Arts C o u n c i l , and on other a r t s as s p e c i f i e d i n the 
a p p r o p r i a t i o n accounts <?~^ ® The f i g u r e s exclude expenditure on 
l i b r a r i e s , and on the maintenance of h i s t o r i c b u i l d i n g s and' 
anc i e n t monuments i n Government ownership, acd they 
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exclude the grants g i v e n by the c e n t r a l s t a t e towards the maintenance 
of p r i v a t e l y owned houses* 
These f i g u r e s f o r c e n t r a l s t a t e grants were g i v e n 
i n the House of Commons on 16th February 1976. The Guardian 
newspaper reported on Saturday, A p r i l 3rd an increase i n the 
A r t s C o u n c i l budget ®i about t e n m i l l i o n pounds t o £36m, plus 
about £lol5flJ f o r b u i l d i n g purposes. 
"L o c a l A u t h o r i t i e s ar6 the other ssajor source o f 
f i n a n c i a l assistance t o the a r t s " , s a i d Mr. Jenkin3 i n a w r i t t e n 
r e p l y i n the House o f Commons on 16 February 1976. I n f o r m a t i o n 
i s not a v a i l a b l e on l o c a l a u t h o r i t y spending on the a r t s f o r the 
1970—1975 p e r i o d , but a s p e c i a l survey i n England by the A r t s 
C o u n c i l i n 1972/73 showed t h a t expenditure t o t a l l e d between 
£14.7 and £15.5 m i l l i o n s . 
I n f o r m a t i o n given by Mr. Jenkins, on l o c a l a u t h o r i t y 
expenditure on l o c a l museums and g a l l e r i e s showed an increase 
from £6.8m i n 1970/71 t o £20*9m i n 1974/5o 
Taking these f i g u r e s , and making c e r t a i n allowances 
f o r i n f l a t i o n , a t o t a l of l o c a l and c e n t r a l government 
expenditure on the a r t s and r e l a t e d a c t i v i t i e s , but e x c l u d i n g 
l i b r a r i e s , h i s t o r i c b u i l d i n g s , ancient monuments,, p r i v a t e l y 
owned houses, and a r t schools, i s a r r i v e d a t . This would 
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be r o u g h l y £94»000,000. 
Summary and Conclusions 
I n t h i s chapter I have been d e a l i n g w i t h the fonos o f 
o r g a n i s a t i o n through which the s t a t e can and does a c t t o 
d e f i n e , c o n s t r u c t and r e i n f o r c e d e f i n i t i o n s , p r a c t i c e s and 
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concepts of a r t , c r a f t , and design. I have covered i n some 
d e t a i l the A r t s C o u n c i l , the C r a f t s Advisory Committee,, and the 
Design C o u n c i l as agents of c e n t r a l government. The s e t t i n g 
up o f a M i n i s t e r w i t h s p e c i a l r e s p o n s i b i l i t y f o r the A r t s has 
been examined, and, a t the l o c a l l e v e l , I have d e a l t w i t h b o t h 
the c r e a t i o n of d i r e c t s t a t e p r o v i s i o n through CE.M.A», and 
the w i t h d r a w a l of t h i s support by the Art3 C o u n c i l o f Great 
B r i t a i n a f t e r the war, t h i s w i t h d r a w a l being f o l l o w e d 
some years l a t e r by the r e - c r e a t i o n of a d i f f e r e n t form o f 
p r o v i s i o n through the Regional A r t s Associations.. 
I have l e f t out of t h i s account, t h e r e f o r e , the major 
forms of s t a t s p r o v i s i o n f o r the s o c i a l c o n s t r u c t i o n , of 
a r t which I tr a c e d i n t h e i r development in the 19th century i n 
the previous chapter - education and museums and a r t g a l l e r i e s . 
I have also n o t considered, f o r example, the i n f l u e n c e and 
e f f e c t of book p u b l i s h i n g i n the a r t s , and the ways these are 
made a v a i l a b l e through p u b l i c l i b r a r i e s . 
These omissions were Bade necessary by the l i m i t e d 
space a v a i l a b l e , but they are, o f course, s t i l l i m p o r t a n t •» 
e s p e c i a l l y given the post second w o r l d war expansion o f 
education, and the new moves and debates on how t o make museums 
and. g a l l e r i e s more a t t r a c t i v e , more i n v i t i n g , and y e t , a t the 
same t i m e , maintain t h e i r r o l e as centres o f s c h o l a r s h i p , 
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research and i n f o r m a t i o n . 
A chapter i n i t s e l f c o u l d , f o r i n s t a n c e , have bee.i 
devoted t o the p o l i c i e s , p u b l i c statements- e x h i b i t i o n s and 
choices made as p a r t of the programmes c e n t r e i n g on. ' A r c h i t e c t u r a l 
Heritage Year-'o Here an a n a l y s i s of the t e l e v i s i o n programmes 
produced, and the s o r t s o f b u i l d i n g s f e a t u r e d i n l o c a l e x h i b i t i o n s , 
and the s o r t a of statements made, would have been v e r y r e v e a l i n g 
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o f the sorbs o f ideology being examined i n t h i s t h e s i s . 
X d i r e c t e d a t t e n t i o n i n s t e a d t o the aforementioned 
major forma of s t a t e p r o v i s i o n because they are developments 
since or d u r i n g the l a s t world war, aud because any account o f 
them needed t o be s u f f i c i e n t l y d e t a i l e d t o break down t h e i r 
apparent separateness and i n d i c a t e the p a t t e r n and coherence -> 
a p a t t e r n and coherence not only hidden by the nearness i n time 
of the events discussed, and the f a c t t h a t these government 
agencies a t a l l l e v e l s present themselves t o our experience as 
d i s c r e t e e n t i t i e s , but by the e x t e n t t o which spokesmen f o r these 
agencies emphasise so f r e q u e n t l y an i l l d e f i n e d concept o f 
independence• 
I have sought b o t h i n t h i s chapter aed the previous 
chapter t o examine why 'independence 1 i s such an important issue 
w i t h i n the ideology of a r t - why i t i s seen as a p r e c o n d i t i o n 
f o r genuine a r t i s t - i c c r e a t i v i t y ( a theme not only emphasised by 
post-war spokesmen f o r the stax.e a r t - p r o m o t i o n agencies, b u t 
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a l s o by s o c i o l o g i s t s such as Jean Puvignaud ) . 
I have described the forms o f o r g a n i s a t i o n r e s u l t i n g 
from i n s t i t u t i o n s emphasising an ideology o f independence as 
' l a i s s e z - f a i r e ' - using the term t o describe a form of d i s g u i s e d 
c o n t r o l (a c o n t r o l exercised through c o n t r o l of money, appointments, 
and committee r e p r e s e n t a t i v e s ) . 
I t w i l l have be em noted t h a t the forms of s t a t e p r o v i s i o n 
f o r t h e a t r e , f o r c u l t u r e , f o r our n a t i o n a l h e r i t a g e , f o r our 
museums and a r t g a l l e r i e s , f o r our a r c h a e o l o g i c a l s i t e s , f o r 
a r t schools, design schools, a r t g a l l e r i e s , and so f o r t h , i s 
a d m i n i s t r a t i v e l y c h a o t i c . Various m i n i s t e r s and u n d e r - s e c r e t a r i e s 
of s t a t e hold d i f f e r i n g n a t i o n a l or r e g i o n a l r e s p o n s i b i l i t i e s , 
w h i l e , a t the l o c a l l e v e l , d i f f e r i n g departments handle d i f f e r e n t 
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r e s p o n s i b i l i t i e s . W i t h i n t h i s the p r o l i f e r a t i o n o f c o n s t i t u t i o n a l l y 
independeat government bodies f u r t h e r complicates the p i c t u r e . 
T h is •chaos' i s a consequence of and i s fundamental t o the ideology 
o f independence ( l a i s s e z - f a i r e c o n t r o l ) t h a t i s being examined 
as an aspect o f the r u l i n g ideology under a f o r o of s o c i a l 
democratic c a p i t a l i s m i n England. 
I have attempted also t h e r e f o r e i n t h i s chapter t o 
i l l u s t r a t e the c o n t r a d i c t i o n s t h a t a r i s e from t h i s system, and 
t h a t force a gr e a t e r s t a t e i n t e r v e n t i o n and f o r m a l 
c o d i f i c a t i o n o f c o n t r o l and p o l i c y . 
I have attempted, i n other words, t o i n d i c a t e t h a t the 
ideol o g y , or 'appearance' ( l a i 3 s o z - f a i r e system) w i t h i n which 
s t a t e d i r e c t i o n of the a r t s has developed since the 1830 l3 
i s coming i n c r e a s i n g l y under s t r a i n , due t o the need t o e f f e c t 
some measure o f c o n t r o l over the in c r e a s i n g amounts of money 
being spent, and due t o the need t o make ever more e x p l i c i t 
choices between what i s t o be promoted and what i s not t o be 
promoted. These choices are not forced on the s t a t e through 
the i n t e r n a l l o g i c of a bureaucracy; r a t h e r they are f o r c e d on 
the s t a t e by others, and as a consequence of the r e l a t i o n s the 
s t a t e i s p a r t o f , and as a consequence o f the l o g i c of the 
i n t e r v e n t i o n of the s t a t e i n the f i r s t place, and as a consequence 
of the p o s i t i o n the s t a t e now holds i n B r i t i s h s o c i e t y . 
The e x t e n t t o which there now e x i s t s t r o n g pressures 
•.'jo f u r t h e r c o d i f y and c e n t r a l i s e s t a t e p r o v i s i o n has been i n d i c a t e d . 
This phenomenon i s f u r t h e r i l l u s t r a t e d by an a r t i c l e i n t h s 
•Times' newspaper, by the Labour M£p., Andrew Faulds. Andrew 
Faulds was shadow A r t s M i n i s t e r d u r i n g the l a s t Conservative 
government - ( " I f e e l I was prematurely e j e c t e d for- aty a n t i -
3 U 
Z i o n i s t views"! A.Faulds. Tiges. 27.10.'75. 'Saving the A r t s 
f r o a C u l t u r a l M a l n u t r i t i o n ' ) . Faulds sa i d t h a t , w h i l e shadow 
m i n i s t e r , he prepared a p o l i c y paper i n which he 
argued f o r a r e o r g a n i s a t i o n of departmental r e s p o n s i b i l i t i e s 
w i t h a separate departmental budget. The m i n i s t e r . . . 
should take over the whole range of our c u l t u r a l l i f e and 
h i s t o r i c h e r i t a g e , as i s the p r a c t i c e i n c o u n t r i e s where 
such matters are b e t t e r managed. The care of a r c h a e o l o g i c a l 
s i t e s and h i s t o r i c houses should be moved from the Department 
o f the Environment's unwieldy diocese t o the a r t s p a r i s h , 
f o r the keeping of such places i s more p r o p e r l y a c u l t u r a l 
concern where, i n c i d e n t a l l y , the happy marriage of p r o p e r t i e s 
and c o l l e c t i o n s could be more c o n v e n i e n t l y arranged. 
. . . . . At some stage soon a m i n i s t e r i s going t o 
have t o consider governmental support of p r o p e r t i e s r u n 
by the N a t i o n a l T r u s t and much g r e a t e r f i n a n c i a l p r o v i s i o n 
f o r the conservation of church b u i l d i n g s whether-the outmoded 
e c c l e s i a s t i c a l exemption i s abandoned or n o t . Such 
matters w i l l n o t abide the state's p r e v a r i c a t i o n 3ince 
stone rot3 and moth c o r r u p t s w i t h o u t b e n e f i t of e c c l e s i a s t i c a l 
e d i c t or government f i a t . The necessary r s o r g s n i s a t i o n 
of B r i t a i n ' s museums, the establislunent of a auseums 
s t a f f c o l l e g e , and a proper career s t r u c t u r e , and acute 
problems of c o n s e r v a t i o n and the need f o r a c o n s e r v a t i o n 
i n s t i t u t e must await a l a t e r a r t i c l e . 
Faulds extends h i s argument o f a whole range of s u b j e c t s , o u t l i n i n g 
the need, as he sees i t , f o r government i n t e r v e n t i o n and d i r e c t i i c n 
f r o a a c e n t r a l m i n i s t r y . Faulds d i d n o t , o f course, become 
m i n i s t e r responsible f o r the a r t s ( f o r whatever reason), but 
the sentiments of h i s a r t i c l e echoe the many demands by v a r i o u s 
groups f o r g r e a t e r f i n a n c i a l assistance and coherence i n s t a t e 
p o l i c y . 
My broad a i s i n b o t h t h i s and the previous chapter has 
been t o ask, i n aja almost naive manner, rWhat i s i t t h a t the 
s t a t e i s doing i n these areas a t a l l ? ' ? 'What has the s t a t e t o 
do w i t h these forms of r u l i n g c l a s s c u l t u r e ? ' . On a more 
a o p h i s t i c a t e d l e v e l I have been l o o k i n g a t the long tens, 
consoquences of s t a t e support* Thus s t a t e support has not only 
meant t h a t c e r t a i n a r t i s t i c p r a c t i c e s acxl i d e o l o g i e s have beeiai 
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maintained and/or expaaded when these would otherwise have beee. 
transformed or disappeared (as w i t h the Music Hail,,) b ut s t a t e 
support has a l s o provided the preconditions f o r c e r t a i n ways o f 
doing and t h i n k i n g . State support, f o r i n s t a n c e , provides the 
pre c o n d i t i o n s f o r the continuance of an ideology o f ' a r t f o r a r t ' s 
sake', f o r s t a t e support makes i t possible f o r an a c t i v i t y t o 
tend towards being a 'pure science'. 
I t must not be f o r g o t t e n t h a t the a r t we are d i s c u s s i n g 
i n t h i s , t h e s i s was, i n the 18th century, l a r g e l y the preserve of. 
a small m i n o r i t y of the p o p u l a t i o n , acd t h a t i n the 19th and 20 t h 
c e n t u r i e s most people's contact w i t h a r t and cultxvrs (as p r e s e n t l y 
defined), has been and i s through the s t a t e education system, the 
s t a t e a r t schools, the s t a t e and p r i v a t e museums, and the e x h i b i t i o n s 
and performances a s s i s t e d by the n a t i o n a l and l o c a l s t a t e . 
The naivete i n the q u e s t i o n , t h e r e f o r e , 'What i s i t t h a t 
the s t a t e has done and i s doing?', i s a naivete t h a t attempts t o 
distance the reader f r o a the naturalness of the existence o f 
the present forms o f p r o v i s i o n , and t o f o r c e the q u e s t i o n , 
•What are the consequences of t h i s ? ' ; 'What were and are the 
a l t e r n a t i v e s ? ' ; 1 What would a r t and c u l t u r e be but f o r t h i s ? ' , 
and so f o r t h o Rather t h a n asking, as i s so o f t e n done i n 
discus s i o n s of a r t s p o l i c y , 'How can we best f u r t h e r an assuwaed 
and accepted value or p r a c t i c e ? ' , I am seeking t o s o c i o l o g i c a l l y 
examine what t h i s value i s - what s o c i a l r e l a t i o n s i t i s p a r t o f . 
This l i n e o f argument r e t u r n s us, t h e r e f o r e , t o the 
t h e s i s and analysis undertaken and presented by W i l l i a m M o r r i s , 
and examined in an e a r l i e r chapter.. I t i s the concept, p r a c t i c e , 
and s o c i a l r e l a t i o n s of a r t and c u l t u r e , analysed aiid understood 
by Morris as p a r t of a developing c a p i t a l i s t d i v i s i o n of labour 
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a-fsd o f c l a s ses "that i s being and has been con s t r u c t e d , r e i n f o r c e d 
aad. maintained by the various s t a t e agencies and o r g a n i s a t i o n s * 
The d i v i s i o n a r t i s p a r t of i s one t h a t opposes two c l u s t e r s 
o f concepts, i n c l u d i n g on the one s i d e , a r t , c u l t u r e p leisure,, 
r e c r e a t i o n , , value, n a t i o n a l h e r i t a g e , and morality, and, on tbo 
other, work., i d l e n e s s , entertainment, the mundans, and the iEmoral. 
These d i v i s i o n s are themselves p a r t o f s o c i a l r e l a t i o n s 
i n v o l v i n g d i f f e r e n t i a l access t o power, sources o f d e f i n i t i o c s P 
c o n t r o l o f values, and m a t e r i a l resources. 
The development of state i n t e r v e n t i o n i n and c o n t r o l 
of the p r e s e n t a t i o n , d e f i n i t i o n and d i s t r i b u t i o n of a r t and c u l t u r e 
must be understood w i t h i a t h i s c o n t e x t * The statements b? 
m i n i s t e r s and A r t s C o u n c i l personnel t h a t we have examined aro 
p a r t of these developments and s o c i a l r e l a t i o n s , and only, 
I have argued, make sense w i t h i n t h i s form o f a n a l y s i s . 
N O T E S T O P A R T T H R E E 
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l o On the PreRaphaelite Brotherhood see; Fleming.G.H* That 
Ne'er S h a l l Meet Again Michael Joseph, L t d * London* (1971). 
Fie mi ng .G »H• R o s s e t t i and the Pre-Raphaelite Brotherhood 
Hart-Davis, London, (1967). 
Holman-Hunt .D. My Grandmothers and I Hamish Hamilton, London* 
(1960). 
On the A r t s and C r a f t s Movement see; u'aylor.G* The A r t s and C r a f t s 
Movement Studio V i s t a , London. (1971). See also b i b l i o g r a p h y 
In saee T 
2» Not only " w i t h i n the s o c i a l r e l a t i o n s o f developing 
c a p i t a l i s e d , but "as p a r t of the " e t c . , e t c . 
3* The 'content' o f contemporary p a i n t i n g has, o f course, 
changed: what has n o t changed i s the ideology of a r t - the 
d e f i n i t i o n s , values, and the basic c h a r a c t e r of the s o c i a l 
r e l a t i o n s . 
I t was my i n t e n t i o n t o include i n t h i s t h e s i s a chapter 
e x p l o r i n g the change i n content a n i the negation of the s i g n i f i c a n c e 
of t h i s change on a general l e v e l ('general', because the change 
i s s i g n i f i c a n t f o r the p a i n t e r aisi the person who appreciates 
p a i n t i n g ) . What has not changed i s the way a r t i s d e f i n e d , 
revered, s o l d and bought, displayed and so f o r t h . The impact of 
the a n t i - a r t movements has been enclosed (see Hanneaa.S. 
Fads, Fake3 and Fantasies - The C r i s i s i n the A r t Schools ard ths 
C r i s i s i n A r t Kacdonald, London. (1970) , chapters 6 and 7.) ~ 
However, space does n o t p e r m i t such a chapter. I b e l i e v e , 
however, t h a t the m a t e r i a l i n chapters s i x , seven and e i g h t 
makes the p o i n t c l e a r l y enough on the l e v e l of the ideology o f 
a r t , and the way i n which a r t , as p a r t of the p r a c t i c a l and 
conceptual d i v i s i o n of labour, has n o t changede 
4» My e a r l i e r remarks about the a n a l y t i c a l s e p a r a b i l i t y o f 
• a r t ' and ' p a i n t i n g ' should bs borne i n mind hero. A r t i m p l i e s 
something more than, or other than, p a i n t i n g . I t i m p l i e s a l s o 
c r e a t i v i t y i n r e l a t i o n t o n o n - c r e a t i v i t y . 
5o Marcel Duchamp. (1887—1968). Duchamp's 'Bicycle-Wheel' 
(a wheel on a wooden s t o o l ) dates from 1913; the ' B o t t l e Rack" 
from 1934; the 'Fountain' (a p o r c e l a i n u r i n a l ) from 1917. 
see on 'Dada' i n general (and w i t h f r e q u e n t reference t o Duchamp, 
see i n d e x ) ; Dada Ric h t e r . H . Thames and Hudson, London e (1965). 
6. q u o t a t i o n f r c a l e t t e r of 10 November 1962 t o Haas R i c h t e r . 
see Dada above, note 5* 
7. On Dada and Surrealism, see reference above (note 5) and; 
Pearson.ir.M. 'Levi-Strauss and the S u r r e a l i s t s ' * Dyn v o l , 2. 
(1972). 
8. I t i s n o t possible here t o e n t e r i n t o the t h e o r e t i c a l debate 
about the nature of the s t a t e . Rather t h e o r y w i l l have t o be 
t e s t e d as the m a t e r i a l i s worked th r o u g h . 
9. Gramsci.A. Selections: from the P r i s e s Notebooks, ed.transo 
QoHoare, and G.N.Smith. Lawreace and Wishart, London. (1971) 
p.244. 
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10. i b i d . p.258. On the state i n general see Gramsci.op.cito 
pp. 257—264. 
11. Corrigam.P. from 'Socialist Construction and Marxist Theory; 
Essays from the P o l i t i c a l Economy Group, Durham.' by Corrigan.P.,. 
Sayer.D. and Ramsie.H. Draft version of forthcoming book. 
12. To expand this remark about ambiguity we must cite a few 
examples of what the state does; for i t not only enforces the 
property laws necessary to capitalism, and provides; the education 
necessary for a particular mode of production, but legislation 
i s passed which may act against particular capitalists. 
Thu3 factory acts i n part enforce certain. way3 of working, and 
prevent others, and, i n the f i e l d of the arts 9 the state design, 
system i n the early nineteenth century is an attempt to create 
a certain reserve of technical s k i l l ; c a p i t a l i s t industry i s , 
i n t h i s case, cajoled (without great success.) to u t i l i s e this 
reserve; at the same time, the middle classes begin to take 
advantage of the design school provision as a 'service' - a 
subsidised form of fine art provision for middle class young 
ladies; (see Macdonald.S. The History and Philosophy of Art 
Education University of London Press* (1970) ). I n the present 
day the Arts Council does two things t f i r s t , i t exists t o support 
certain practising a r t i s t s , and, second, i t exists i n a major 
form to provide selected arts for the 'public 1; this l a t t e r is; 
a 'service,' but (and here is the ambiguity) a reading of Arts 
Council documents, of newspaper reports, and of reactions to the 
Arts Council i n the interviews for this thesis (see appendix) 
reveals a deep suspicion of 'state control'.. This suspicion, 
of the state (evident i n many areas of industrial, social and 
cultural l i f e ) can be summed up i n saying i t is seen as a 
•very necessary e v i l ' . Thus, while the state is part of the 
apparatus through which the ruling class saintains i t s hegemony, 
i t i s , at the same time, part of the relations of capitalism, 
and, as such, i t i a defined by those relations (of which i t 
i s part) and acts from i t s existence as £f those relations. Thus 
the state can be seen as acting as part of the social systea -
and hence i t s ambiguous relation to amy one section or group 
within the ruling class. One could, with some t r u t h say that, 
the state is only the apparatus through which or by which tha 
ruling classes maintain power i n the sense that the state 
is part of the way i n which particular h i s t o r i c a l relations are 
Eaintained, reproduced, defined and supported. Im. as far>, 
therefore, as the state is supportive of a particular set of 
relations of production, i t is al30 supportive of-the groups 
who do best out of a form of production; these groups, however^ 
do not 'run' or control the state; both they and the state are 
part of and a product of the particular relations of production. 
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13. Instrument of Foundation, 17680 On the 
history of academies i n general Academies of Art by Pevsner JHV 
Cambridge University Press. (1940). Ksw edition due out now. 
14. Within Reitain, despite the. identification of 'state* 
with 'public' and 'nation', the state is generally seen as being 
• p o l i t i c a l ' . The importance of being 'state' and 'not-state' 
at one and the same time i s , therefore, that this also implies 
being; n o t - p o l i t i c a l . See, B.B.C., Arts Council, Tourist Boards^ 
Design Council, C.0.S.I.R«A«, etc* 
15. see; Sayer.D. 'Method and Dogma i n Historical Materialisa'. 
The Sociological Review vol . 2 3 . fToJt. New Series* November,, 
1975. p.779. 
Corrigan.P. dichotomy is Contradictions On 'Society' as 
Constraint and Construction-—Re.iiarks oa the Doctrine of the 
'TwoSociologies'The Sociological Review Vol .23 . Ho.2o 
Hew Series. May 1975. p .211. 
C'orrigan.P. and Sayer.De 'Cla3S Struggle & Morality'. 
Radical Philosophy Twelve Winter 1975. 
16. On appearances see Sayer.D. op.cit (n . 1 5 ) . 
17. see, for example; "Report from the Select Committee 
appointed to inquire into the best means of expending a knowledge 
of the arts and of the principles of design among the people 
(especially the mararfacturing population of the country): also 
to inquire into the constitution, management, and effects of 
institutions connected with the arts...." 1835. (598) U. 1« 
Committee also appointed following session for sane purpose;-
1836 (568) I X . 1 . 
Royal Academy: "Number of exhibitors: Works of art 
exhibited: Number of Professors' lectures required; and number 
which have been delivered by each professor". 1836 ( i n 568) I X . 356* 
Royal Academy: "Conditions; on which apartments at Somerset 
House were bestowed on the Royal Academy: Period for which 
granted & c 1 8 3 4 (404 H i . 485) . 
"Report of the Commissioners appointed to inquire into 
the present position of the Royal Academy i n relation to the 
Fine Arts, and into the circumstances and conditions under which 
i t occupies a portion of the National Gallery, and to suggest 
such measures as may be required to render i t more useful, i n 
promoting art and i n improving and developing public taste". 
1863. 
see also: Hutchison.S. . A History of the Royal Academy 
Chapaam and Hallo (1968). 
18. Note the parallel here to modern debates about whether the 
giving of public (state) funds to private industry should, or 
should not, involve 'public' accountability» 
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19* Maclise, Daniel. 1806 1870. (Maclise claimed he was 
bona i n 1811 - see Dictionary of National Biography, )o Aa 
historical painter. Elected as Royal Academician i n 1840. 
1855} acted as juror of Paris Exhibition. 1871; D.G.Rossetti 
wrote a paper on Maclise, published i n Academy, 15th April 1871. 
Maclise designed the Swiney Cup for the Society of Arts: 
a medal for the International Exhibition of 1862; a Turner medal 
for the Royal Academy of Arts» 
20. Report of the Commissioners appointed t o inquire "into 
the present position of the: Royal Academy i n relation to the 
Fine Arts, and into the circumstances and conditions; under 
which i t occupies a portion of the National Gallery, and to 
suggest such measures as may be required to render i t more useful, 
i n promoting art and i n improving and developing public taste;" 
1863. paragraph; 1545 • 
21. see note 20 for f u l l t i t l e of inquiry. 
22. Alexander James Beresford Hopes 1820-—1887. 
1841; M.P. for Maidstone, t i l l 1852. 1857, re-elected. 
1859; t r i e d i n vain for University of Cambridge seat, ami i n 1862 
t r i e d i n vain for Stoke on Trent. 1865, M.P., for Stoke. 
1868, M.P., for University of Cambridge, t i l l his death. 
He was am ardent church supporter. Wrote i n 1851 a 
series of letters to the Morning Chronicle, on religious l i b e r t y . 
18559 wrote i n Chronicle 'The Saturday Review of Politics , 
Literature, Science and A r t 1 . Hope was interested i n archaeology, 
ecclesiastical history, and a firm advocate of Gothic principles 
in a r t . 
1865—1867; President of Royal Institute of B r i t i s h 
Architects. 1879; Trustee of the B r i t i s h Museum. 
He was also President of the Ecclesiological Society; of 
the Architectural Museum; and a trustee of the National Portrait 
Gallery. 
1858; Hope published The Common S:en3e of Art 
1861; published The English Cathedral of the Ifineteenth Century 
1863; The Condition aid Prospacts of Architectural Art 
1863; The World's Debt to Art 
1864; The Art Workman's Position 
23. I discussed the connection between prestige, commercial 
success, and social control, i n chapter four when discussing the 
general development of Academies. Louis XlVth,France? serves 
as a good earlier example with the combination of mercantilist 
commercial principles, and prestige for the Monarch, both 
r e l a t i n g t o t h e s e t t i n g up o f a t i g h t l y , c o n t r o l l e d academy. 
24,. see page H.8. 
25. Eastlake, Charles, see Lady Eastlake's 'Memoir' of her 
husband, prefixed to her edition, 1870, of his Contributions to 
the Literature of the Fine Arts. 
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25. Eastlake, Charles; continued from previous page: 
The following notes are taken froa Victorian Taste by John 
Steegman, published by Thomas Nelson and Sons, London. (1970.). 
Bora Plymouth, 1793. educated at Plympton, and later Charterhouse . 
Left Charterhouse early to work, to be painter. During 
18L4—15 period i n Paris (Louvre at time f u l l of Napoleon's 
looted pictures from I t a l y and elsewhere). Travelled i n Greece 
and I t a l y . Taken up by such as Jeremiah Harman, the banker and 
collector, and Lord and Lady Ruthven. 1819—20 i n Rome. 
Met there Earl Spencer; Sir Humphry Davy; the two. Miss Berrys; 
Ton. Moore; Samuel Rogers. 
Up t i l l 1840 Eastlake >s. reputation, based on his painting© 
After 1S40 reputation based increasingly on his expertise in. 
aatters connected with art scholarship. During 1840's he was 
invited t o accept the Curatorship of the pictures at Greenwich, 
and the Directorship of a proposed English Academy at Rome. Also 
invited to accept the Superintendence of Government Schools of 
Design. 
Through influence of Sir Robert Peel Eastlake was appointed 
Secretary to the National Gallery, i n 1843* This lasted t i l l 
1847. 1850 elected President of the Royal Academy. 
"Eastlake, i t i s reported, was profoundly reluctant to 
become P.R.A., but the Queen, Prince Albert and Peel had a l l 
insisted that he should accept the office i f the Council of the 
Royal Academy offered i t to him." (Victorian Tastes Steegman.p.195). 
Appointed as Director of the National Gallery i n 1855, 
while continuing as President of R.A. 
Eastlake "transformed the National Gallery from an awkward 
adolescent i n s t i t u t i o n into a collection of the very f i r s t 
importance, i f judged by quality rather than quantity." (Victorian 
Taste: Steegman; p.195.) 
Died December 1865o "He was . . . the most important 
figure i n the international art-collecting world of his day." 
(Steegiaara.p.193.) 
26. see Victorian Taste. John Steegman. Thomas Nelson and 
Sons,v London. (1970). chapter six, 'Art and the State'. 
27.. see note 20. 
28. i b i d ; paragraph 556 
29. I t is worth noting that the general opinion of ar t i s t s 
interviewed for this study (see appendix) would seem to be the 
reverse of Ruskin's. That i s , while the commercial market is 
disliked,_or simply accepted as a commercial venture which just 
happens to deal^with pictures, the assistance of the state i s 
seen as more dangerous on the grounds that the a r t i s t may become 
pampered, and on the grounds that the rules by which state 
assistance are given are not clear. 
30. 'freedom' here i n the sense of the concept relating to the 
intellectual and gentlemanly status of art as a noble pursuit - a 
Renaissance and post Renaissance idea. 
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3 1 • 'assistance without control'; this applies only to the 
upper regions of a r t i s t i c production, for only i n fine art is 
freedom seen as necessary. Applied art and design require only 
the application of truths and principles discovered i n fine a r t . 
This was and is the division operated. See interview five i n 
the appendix for the experiences of a designer trained as i f 
' a r t i s t i c ' , and employed as i f 'technician'• 
3 2 . paragraph 4 2 0 8 of 1 8 6 3 Commission of enquiry into the 
Royal Academy; see note 2 0 * 
33o As a generalisation this statement overlooks the highly 
significant forms of workers' self organisation, on which see 
E.P.Thompson's The Making of the English Working Class 
Victor Gollancz, (1963); revised Pelican Edition, (1968). 
see also; J.F.C.Harrison's Learning and Living, Routledge aod 
Regan Paul. (1961). 
On mechanics institutes see: Royle.E. 'Mechanics Institutes 
and the Working Classes; 1840 - 1860.' In The Historical Journal 
Vol.XIV.No.2. (1971). also; Lea.J.T. 'The History and Development 
of Mechanics Institutes', published i n Research i n Librarianship 
October 1968. 
34. William Ewart. 1798—1869. A barrister. I n 1828 became 
M.P. for Bletchingley, Surrey. 1830 became M.P. for Liverpool, 
1831, 1832, 1835, re-elected. 1837, defeated. 1839 became 
M.P. for Wigan. 
1841, elected for Dumfries d i s t r i c t of burghs. Retired 
1 8 6 8 . 
Ewart advocated the opening of public museums and galleries 
with as few restrictions as possible - they-, for instance,should 
be open during the working classes' leisure periods. 1836 
Ewart drew up the report of a Select Committee he had obtained on 
the connection between arts and manufactures. This 
report contributed towards the setting up of the state schools 
of design. (See Ellis.S. 'Ewart,. Haydon, and the Select 
Committee . . . .1835-36.' i n History of Education Society 
Bulletin, 15, (1975) .op.15-23.1 
1850 carried B i l l for establishing free public librar i e s 
35. Report, 1835 (598). V.375. Reappointed following session; 
Report; 1836 (568) 1X.1. The Select Committee was "appointed 
to inquire into the best means of extending a knowledge of the 
arts and of the principles of design among the people (especially 
the manufacturing population of the country): also to inquire 
into the constitution, management, and effects of institutions 
connected with the arts . . . 
36. How the "Royal" Society of Arts...: see; The Story of the 
Royal Society of Arts Abridged from Sir Henry Trueman Wood's 
Of f i c i a l History, and brought up-to-date by G.K. Menzies, 
C.B.E., Secretaxy, with a forward by J.A.Milne,C .B.E., Chairman 
of the Council and an appreciation by E.V.Lucas, C.H. published 
by John Murray, London. (1935). see also references to the 
Society i n Steegman.J. Victorian Taste, Thomas Nelson and Sons, (1870). 
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3 7 . Haydon, Benjamin Robert. 1786—1846. An hi s t o r i c a l painter, 
born i n Plymouth. 
1822 petitioned parliament to grant money for the decoration 
of churches and other public buildings with paintings. 1834 
petitioned for spaces to be l e f t for pictures on the walls of 
the new Houses of Parliament; petition approved. 1835 
scheme for schools of design accepted by William Ewart's 
Select Committee. 1835 Haydon began lecturing at London Mechanics 
Institute on painting and design. 
1837—1839, he assisted Ewart and others to establish 
Savile House. 
Lectured a l l over the B r i t i s h Isles - as mentioned i n 
nain text. 
His publications include; 
1816 'Judgement of Connoisseurs upon Works of Art compared with 
that of Professional Men, i n reference more particularly to the 
Elgin Marbles.' 
1818.'Hew churches considered with respect to the opportunities 
they afford for the encouragement of painting'. 
1829.'Some enquiry into the causes which have obstructed the 
course of hi s t o r i c a l painting for the last seventy years i n England.' 
1839»l0n Academies of Art (more particularly the Royal Academy) 
and their pernicious effect on the genius of Europe.' 
1842.'Thoughts on the relative value of fresco and o i l painting. 
as applied to the architectural decorations of the Houses of 
Parliament.• 
1844-6. 2 vols. 'Lectures on painting and design'. 
3 8 . Beaumont, Sir George Howland. According to the Everyman 
Encyclopaedia e&-. Boyle .A. pub.Dent and Sons, London. (1913)., 
Beaumont was the seventh baronet of the ancient family of the 
Beaumonts of Stoughton Grange, Leicestershire. Born 1753* 
and educated at Eton, he was a distinguished amateur of the arts, 
and friend of a r t i s t s . He himself had some s k i l l as a landscape 
painter. Donated many works to the B r i t i s h national collections. 
He died i n 1827 without, issue. 
39. see Steegman.J. Victorian Taste Thomas Nelson and Sons,. (1970). 
pp.139—141. 
40. Joseph Hume. 1777—1885. Pol i t i c i a n . India as an army surgeon 
i n 1797, where obtained lucrative positions, returning to England 
i n 1808 with a fortune. Entered parliament i n 1812 as Tory 
M.P. for Weymouth. Under influence of James M i l l became 
Benthamite philosophic-radical. As M.P. was successively member 
for the Border Burghs, Middlesex, Kilkenny, and Montrose. 
Career marked as an M.P. by his r i g i d insistence on financial 
regularity and the checking of expenditure. Supporter of 
humanitarian measures, such aa suppression of flogging and of the 
press gang, see Memoir, by his son, J.B.Hume, (1855). 
Source, as i n note 38. 
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4 1 * Between the mid-eighteenth and mid-nineteenth centuries 
the usage of the word 'public' undergoes many changes. 
In the 1750's i t meant leisured adults not engaged or dependent 
on menial work; (see, Edward Burke; Letters on a Regicide 
Peace, from the 1790's, quoted i n R.J.White; Waterloo to 
Peterloo, penguin, 1968.,p.48). I n William Ewart's use of 
•public 1, the working classes are included (incorporated). 
The public are to have access to a public building wherein they 
would find a display of materials selected and displayed according 
t o middle and ruling class c r i t e r i a . 
42. Poulett Thomson, no information i n D.N.B. 
43. see; MacDonald.S. The History and Philosophy of Art 
Education University of London Press, (1970). This i s a very 
useful book for descriptive material, and has been drawn on 
heavily for this chapter. The 'history', however, is presented 
as tending towards, or deviating from, the author's own ideas on 
what art education should be; there i s l i t t l e attempt at historical 
or sociological analysis. Where I have repeated or drawn from 
his material, therefore, I have done so i n order to structure 
i t and analyse i t . 
44* Colborno, Lord, no information i n D.N.B. 
45. Charles Robert Cockerell. 1788—1863. Architect. Educated 
Westminster School; travelled extensively i n Greece; 1819 became 
surveyor to St Paul's; 1829 A.R.A.; 1836, became R.A.; 1840—57 
was professor- of architecture at R.A. ;:• his work includes the 
Taylor buildings at Oxford. (Everyman Encyclopedia Dent &. 
Sons, London. (1913) )• 
46. On the early history of the Design Schools see note 43 above. 
47. We noted i n the last chapter that i n the French Academy 
of the 17th century figure drawing was practised, the practice 
not being allowed elsewhere. The exclusion of this from mass 
art education i n Britain is therefore of the same pattern ~ 
keeping i t as a practice for the highest form of art undertaken 
by the Royal Academy. 
48. MacDonald (op.cit.n.43) .see pages 69—75. 
49. Regulations such as these are interpreted i n various ways 
by writers on the subject. MacDonald, (see note 43, above) 
tends to see them as negative, on the grounds that they prevent 
the development of a f u l l y fledged fine art education system; 
Sjoerd Hannema, by contrast (Fads, Fakes and Fantasies; Macdonald, 
London, (1970) ) sees the regulations more positively; he 
interprets them as attempts to set up a genuine 'design' orientated 
education, rather than a design-system that was merely a spin-off 
from fine a r t . This l a t t e r may certainly be a consequence of 
the regulations. 
notes to chapter five 
355 
50. John Papworth. 1776—184-7. Architect and designer, 
see Life and Works Papworth, London, (1879). One of the 18 
original members of "Associated Artists i n Water Colours", 
founded i n 1807. One of original members of "Graphic Society" 
founded i n 1833. I n 1835 he gave evidence before William Ewart's 
Select Committee of the House of Commons on Art and Manufacture. 
Papworth was appointed Director of Government School of Design 
i n Somerset House i n 1836 - Somerset House having been vacated 
by the Royal Academy, who had moved to the West Wing of National 
Gallery i n Trafalgar Squire. Papworth was eight times vice-president 
of the Institute of B r i t i s h Architects, and was one of the 12 
who signed the resolution on which the society was based. 
Papworth was a man who believed that artisans should 
neither be shown High Art nor allowed to study the liv e figure, 
lest 
"young men might be tempted to leave the intended object 
to pursue that which is more accredited and honoured." 
(Sessional Papers; 1834; Select Committee on Arts and 
Manufactures, p.93 )• 
Sources; D.N.B.; MacDonald, op.cit.). 
51. see indented quotation to note 50 above. 
52. On the early history of the Design Schools see i n particular 
Report from the Select Committee on the Schools of Design 
1849. (576) X V I I I . I . "appointed to inquire into the constitution 
and management of the Government School of Design and to report 
their opinion thereupon;" Set this report against the earlier 
report of William Ewart's Select Committee on Arts and Manufacture 
of 1835, which led to the setting up of the schools, see also; 
Bell.Q. The Schools of Design Routledge and Kegan Paul, London, 
(1963). 
53. see MacDonald.S. The History and Philosophy of Art Education 
University of London Press, (1970). Particularly chapter nine, 
and pages 170 to 176; discusses fee paying students, and the 
differences between rural and industrial design schools, 
and the student composition of the schools. 
54» see; Select Committee on Schools of Design (see note 52 above) 
This is an important document, investigating as i t does the 
organisation and effects of the school, as well as the responses, 
often negative, of manufacturers. Henry Cole's intervention 
is particularly worth noting, given his future importance i n the 
school system (to be discussed later i n the chapter). 
55. ibid 
5 6 . i b i d ; introduction. 
57. My sources i n what follows are largely secondary; my intention 
however, is not to present a story, but to interpret and analyse 
i t . Primary sources include the Parliamentary Committees; 
secondary sources include MacDonald and Bell; (see notes 52 and 53). 
556, 
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58.. Dyce, W i l l i a m , P a i n t e r , s c i e n t i s t and a d m i n i s t r -
a t o r . Born, 1806, d i e d , 1864. Born a t Aberdeen,, 
he s t u d i e d p a i n t i n g i n Edinburgh, London and Rome© 
He was e l e c t e d R.A. i n 1848. One o f h i s best known 
works was the A r t h u r i a n Frescoes, i n the robing-room 
of the House of Lords» (sources; D i c t i o n a r y o f 
A r t and A r t i s t s ; E & L Murray. Penguin Books; 
t h i r d e d i t i o n (1972)<0» A l s o ; The Everyman Ency-
c l o p a e d i a ; ed e Boyle.Ac. Dent and Sons L t d . ( 1 9 1 3 ) ) » 
59« On Mechanics I n s t i t u t e s see; Lea.J.T 0 The 
H i s t o r y and Development o f Mechanics I n s t i t u t e s : 
p u b l i s h e d i n 'Research i n L i b r a r i a n s h i p ' series;; 
October ( 1 9 6 8 ) . Also; Royle.Eo Mechanics I n s t i t u t e s . 
and the Working Glasses; 1840—1860, an a r t i c l e 
i n The H i s t o r i c a l J o u r n a l . V o l XIV. No,2. ( 1 9 7 1 ) . 
60. W i l l i a m Ewart i s here i l l u s t r a t i v e o f Gramsci's: 
statement, quoted e a r l i e r i n the c h a p t e r , on the^ 
importance of p r i v a t e i n i t i a t i v e s , f o r the c a p i t a l i s t ; 
s t a t e e W i l l i a m Ewart.:,. as, an M.P. and promoter o f 
the s t a t e system, i s here i n v o l v e d i n a p r i v a t e 
i n s t i t u t i o n , set up o u t s i d e the s t a t e system as ai 
counter example t h a t serves t o put pressure on t h e 
s t a t e system t o move towards a f i n e a r t system,. 
The ' p r i v a t e i n i t i a t i v e 1 thus serves t o h e l p shape the: 
s t a t e system. 
61;, John Zephaniah B e l l . . P o s s i b l y the John B e l l , 
t he s c u l p t o r , , born 1811, d i e d 1895. 
G2„. quoted by MacDonald.S. i n The H i s t o r y and 
Philosophy o f A r t Education, U n i v e r s i t y o f London 
Press, ( 1 9 7 0 ) , p.84. " 
The r e f e r e n c e t o German or French design 
i s a r h e t o r i c a l q u e s t i o n , the accepted response 
t o which was "French' • The French schools were f i n e 
a r t o r i e n t a t e d ; hence Haydon's p o i n t : f i n e a r t = 
a r t i s t s + good design. 
63. Jackson, George. 
64. quoted by MacDonald (see note 62 above), p.86 0 
65« "bourgeois": I n t h i s t h e s i s I s h a l l be u s i n g 
t h e word i n the f o l l o w i n g senses. B o u r g e o i s i e : (noun). 
The dominant commercial and e n t r e p r e n e u r i a l c l a s s e s 
o f c a p i t a l i s t society;; also the p r o f e s s i o n a l and 
i n t e l l e c t u a l classes r e l a t e d t o the dominance and 
l e g i t i m a c y o f c a p i t a l i s m . Bourgeois; (adj ) ; o f 
the dominant classes o f c a p i t a l i s m . Bourgeois. I d e o l o g y ; 
t h e i d e o l o g y r e l a t i n g t o , produced by, and l e g i t i m i s i n g . , 
the dominant classes o f c a p i t a l i s t s o c i e t y : an 
i d e o l o g y a p p r o p r i a t e t o the s o c i a l r e l a t i o n s , of. 
c a p i t a l i s t s o c i e t y . 
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660 quoted by Steegman.J. i n V i c t o r i a n Taste., Thomas 
Nelson and Sons, ( 1 9 7 0 ) . pp.142 - 3 . 
6 7 . i b i d o 
6 8 . see note 6 5 * 
6 9 « This i s an argument t o t a l l y a l i e n t o t h a t of. 
W i l l i a m M o r r i s . M o r r i s advocated popular c o n t r o l 
and popular c r e a t i v e p o s s i b i l i t i e s . Jackson i s 
o f f e r i n g i n d i v i d u a l s o c i a l m o b i l i t y through art;,, 
and g e n e r a l access t o au predefined- a r t s e c t o r . 
7 0 . . see page 143 o f t h i s t h e s i s . 
7 1 . para. 99 o f A P o l i c y f o r the A r t s - T-he F i r s t Steps 
February 1965. Cmnd.2601. 
7 2 . The growth of ' o r a l h i s t o r y ' groups, i l l u s t r a t e s 
the attempts now being made t o r e c o n s t r u c t a l t e r n a t i v e -
' c u l t u r a l h e r i t a g e s ' . See a l s o , f o r example, t h e 
Oxford based H i s t o r y Workshop J o u r n a l f i r s t issue;, 
Spring ( 1 9 7 6 ) . 
7 3 o Through the way i n which a c t i v i t i e s become 
p i v o t e d around ' n a t i o n a l ' ( c e n t r a l ) a s s i s t a n c e , 
a l t e r n a t i v e s become l e s s v i a b l e , because l o c a l 
resources become absorbed, i n r e l a t i o n t o a. ' n a t i o n a l ' 
e f f o r t . I n the l a t e 20th c e n t u r y t h i s i s p a r t i c u l a r l y 
so, since t a x a t i o n l e v e l s e f f e c t i v e l y ensure t h a t there, 
i s i n s u f f i c i e n t money under t h e c o n t r o l o f p o t e n t i a l , 
spenders., ( a ) t o set up l o c a l o r g a n i s a t i o n s under 
t h e i r own c o n t r o l ; ( b ) t o compete w i t h ' n a t i o n a l ' , , 
t a x a t i o n - a s s i s t e d / s u p p o r t e d . , e f f o r t s e 
7 4 . see MacDonald.S* The H i s t o r y and Philosophy o f 
A r t Education,. U n i v e r s i t y o f London Press, ( 1 9 7 0 ) » 
pp.84—89. 
7 5 . W i l s o n , Charles Heath. 1809—1882. S t u d i e d a r t 
under h i s f a t h e r , Andrew W0 1826 went w i t h f a t h e r t o 
I t a l y . Seven years l a t e r r e t u r n s t o Edinburgh, where 
he p r a c t i s e d as an a r c h i t e c t . Also he taught ornament 
and design t h e r e . He was a p a i n t e r of landscapes i n 
water c o l o u r s . 1835 e l e c t e d A.R..S..A.., but r e s i g n e d 
i n 1858. I n Edinburgh he wrote i n c o l l a b o r a t i o n w i t h 
W i l l i a m Dyce, a pamphlet, "The Best Means o f Ame l i o r -
a t i n g t h e Arts; and Manufactures o f Scot l a n d " . 
S h o r t l y a f t e r t h i s Dyce was made D i r e c t o r and S e c r e t a r y 
o f the School o f A r t a t Somerset House. Dyce. 
r e s i g n e d i n 1843, and W i l s o n , who had been D i r e c t o r 
o f the Edinburgh s c h o o l , t o o k over Somerset House. 
I n 1848 he re s i g n e d t h i s . 1849 took the Headmastership 
of the new Glasgow School o f Design. 
1869 * Wilson and f a m i l y moved t o Fl o r e n c e , where; 
became c e n t r e o f an a r t i s t i c and l i t e r a r y c i r c l e , , 
W ilson was awarded the 'Corona d ' I t a l i a 1 by V i c t o r 
Emmannuel. 
(source: D.N.B.). 
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7 6 . This i s an example o f the s t a t e b eing f o r c e d 
t o i n t e r v e n e a g a i n s t a- p a r t i c u l a r s e c t i o n o f t h e 
bo u r g e o i s i e i n . o rder t o attempt the promotion o f 
c a p i t a l i s t e f f i c i e n c y ( t h r o u g h good d e s i g n ) . T h i s 
a c t i o n i l l u s t r a t e s the sense i n which we can t a l k o f 
the s t a t e as a r e l a t i o n o f production, w i t h i n and as 
p a r t of t h e c a p i t a l i s t s o c i a l s t r u c t u r e , r a t h e r t h a n 
as an i n s t r u m e n t ' c o n t r o l l e d * by any one group. 
7 7 . Quoted by MacDonald.S* i n The H i s t o r y and 
Philosophy o f A r t Education U n i v e r s i t y o f London 
Press, ( 1 9 7 0 ) . p..116. 
78o See t h e comments on such people i n I n t e r v i e w 
Five;, Appendix t o t h i s thesis<, Consider a l s o the. 
image and r e p u t a t i o n o f ' H a b i t a t * shops, f o r d e s i g n -
p r o d u c t s , as opposed t o t h e image o f 1Woolworths 1. 
H a b i t a t as , : a r t - p r o d u c t s 1 ; Voolworths. as. 'everyday-
products' . 
7 9 - From 'The Gothic R e v i v a l . I I ' ' , i n LeMire.(ed) 
The Unpublished Lectures o f W i l l i a m M o r r i s Wayne 
Sta t e U n i v e r s i t y Press, D e t r o i t , ( 1 9 6 9 ) . p » 8 8 / 9 o 
80. "bourgeois"': the word i s being used i n the 
f o l l o w i n g senses: B o u r g e o i s i e ; the dominant commercial 
and e n t r e p r e n e u r i a l classes o f c a p i t a l i s t s o c i e t y : 
a l s o the p r o f e s s i o n a l and i n t e l l e c t u a l classes: 
r e l a t i n g t o t h e i r dominance, and the l e g i t i m a c y o f 
c a p i t a l i s m . . Bourgeois; of t h e dominant; 
c l a s s e s - o f c a p i t a l i s m . Bourgeois I d e o l o g y ; the; 
id e o l o g y r e l a t i n g t o , produced by, and l e g i t i m a t i n g , 
t h e dominant classes of c a p i t a l i s m ; an i d e o l o g y 
a p p r o p r i a t e t o t h e s o c i a l r e l a t i o n s o f ca p i t a l i s m , . 
8 1 . I n the e a r l y 1 9 t h c e n t u r y s t a t e p r o v i s i o n 
was ''charity 1 - i . e . f o r t he lower c l a s s e s . I t i s ; 
d u r i n g the course of the 1 9 t h c e n t u r y t h a t s t a t e 
p r o v i s i o n comes g r a d u a l l y t o be seen as: ' p u b l i c ' 
i n the sense o f ' p u b l i c s e r v i c e 1 ) ( f o r the middle 
c l a s s e s ) . Thomas. K e l l y , i n h i s , A H i s t o r y o f Public; 
L i b r a r i e s i n Great B r i t a i n , The L i b r a r y Association,. 
( 1 9 7 3 ) , i l l u s t r a t e s t h i s change i n t h e l i b r a r y f i e l d * 
I t i s worth examination as a comparison t o t h e 
m a t e r i a l being examined h e r e , and w i l l be r e f e r r e d 
" t o - l a t e r i n the t h e s i s . 
82. T h i r d l y , of course, thoy were f i n e a r t schools 
f o r a r t i s t S o 
& 3„ Rev, St.John T y r w h i t t . Handbook o f P i c t o r i a l 
A r t , Clarendon Press, Oxford. ( 1 9 6 8 7 7 
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84-. Report of the S e l e c t Committee on the Government, 
School of Design; published'. 1849. Chairman: Thomas 
M i l n e r Gibson. Terms o f r e f e r e n c e : 'Ordered, t h a t ; 
a. Selec t Committee be appointed t o i n q u i r e i n t o t h e 
C o n s t i t u t i o n and Management of the Government School 
o f Design and t o Report t h e i r O p i n i o n thereupon t o 
The House..' (1849. (576) X V I I I . 1 . 
85. S e l e c t Committee on Schools o f Art.. J u l y 1864-. 
"appointed t o i n q u i r e i n t o the c o n s t i t u t i o n and w o r k i n g , 
and i n t o t h e success oZ t h e Schools o f A r t w h o l l y 
o r p a r t i a l l y supported by Government g r a n t s , or o t h e r -
wise a s s i s t e d by the Government, and i n t o the system 
upon which the sums gr a n t e d by Parliament f o r t h e 
promotion o f N a t i o n a l Education i n A r t are d i s t r i b u t e d 
and a d m i n i s t e r e d . 
86. 
8?o' The i d e o l o g i c a l s i g n i f i c a n c e o f a r t w i t h i n 
B r i t i s h i n d u s t r i a l c a p i t a l i s t s o c i e t y does not r e s t , 
however, upon the numbers who 'do' i t , o r are t a u g h t 
i t , or know about i t . I t s main i d e o l o g i c a l s i g n i f i c a n c e 
r e l a t e s t o whether or not a r t i s accepted as being 
a l e g i t i m a t e form o f a c t i v i t y and d i s c o u r s e . I f i t . 
i s accepted, so also are the r e l a t e d d e f i n i t i o n s o f 
work and ' s e l f ' a s l e s s c r e a t i v e and l e s s importanto 
8 8 0 "bourgeois"; see note 80. 
89. see page 141 
9 0 . . Henry Cole. 1808—1882. Born a t Bath, and 
educated a t C h r i s t ' s H o s p i t a l . Appointed A s s i s t a n t 
Keeper of Records, and helped t o e s t a b l i s h the 
Records O f f i c e . K.G.B. 1875. Much o f h i s a c t i v i t i e s : 
r e l a t i n g t o a r t are covered i n t h i s c h a p t e r , f o r a. 
f u l l account of h i s l i f e see h i s autobiography;, 3 ? i f t y 
Years of P u b l i c Work, George B e l l and Sons, London. 
(1 8 8 4 ) . ' 
9 1 . Report from t h e S e l e c t Committee on the School 
o f Design, 1849. (576).. X V I I I . 1 . "appointed t o 
inquix'e i n t o the c o n s t i t u t i o n and management o f the 
Government School o f Design and t o r e p o r t t h e i r 
o p i n i o n thereupon." 
The Committee s t a t e d i n the r e p o r t : "For 
the t e a c h i n g o f ornamental a r t n e c e s s a r i l y presupposed 
the students having a t t a i n e d t o a c e r t a i n p r o f i c i e n c y 
i n elementary s t u d i e s , and t h i s p r o f i c i e n c y few, i f 
any, were found to have a c q u i r e d , so t h a t i t has been 
necessary t o impart i t a t the b e g i n n i n g of each 
man's educ a t i o n . The demand f o r such t e a c h i n g has 
been so g r e a t i n p r o p o r t i o n t o the means which the. 
achools possess of s u p p l y i n g i t , t h a t they have o f 
n e c e s s i t y assumed more of the c h a r a c t e r o f elementary 
i n s t i t u t i o n s than was o r i g i n a l l y expected."Report.p.iv. 
J60) 
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92io I t i s i n t e r e s t i n g t o note t h a t Cole, l i k e many 
of.. o f h i s contemporaries, f e l t a c e r t a i n t y i n the 
exis t e n c e of u n i v e r s a l , a - h i s t o r i c a l , p r i n c i p l e s , 
o f t a s t e . As a. witness t o the 18-4-9 S e l e c t Committee 
on the Schools of Design /1849;., ( 5 7 6 ) ; XVIII. 1 _ < > / , 
he was asked, d u r i n g a d i s c u s s i o n on the r u n n i n g 
o f the schools: 
"Supposing the d i f f e r e n c e o f o p i n i o n a r i s e s . 
upon a q u e s t i o n o f t a s t e ? Z^ 0!©/ I do not 
t h i n k i t i s p o s s i b l e t o a r i s e upon a q u e s t i o n 
o f t a s t e : t a s t e has i t s ; p r i n c i p l e s as.- w e l l 
as morals;, which people understand and know; 
the same p r i n c i p l e s r e g u l a t e d good t a s t e i n 
Greece,, i n Rome, i n the middle ages &c."! 
I t i s i n t e r e s t i n g i n Cole'is statement, however, t o 
note t h a t h i s idea o f t a s t e i s not s t y l i s t i c ; , 
t h a t i s he sees the same p r i n c i p l e s as u n d e r l y i n g 
t h e medieval and the c l a s s i c a l . 
9.3. • see; de Montmorency.J.E.G 0 S t a t e I n t e r v e n t i o n 
i n E n g l i s h Education. U n i v e r s i t y of Cambridge. 1^1962) 
Bishop.A..S. The Rise o f a C e n t r a l A u t h o r i t y f o r 
E n g l i s h Education. U n i v e r s i t y o f Cambridge Press. 
ri97iy; 
9.4. See as an example of t h i s p o s i t i o n t he s t a t e -
ment by Rev. T y r w h i t t , quoted on page 1 7 3 of t h i s 
t h e s i s . 
9 5 * This i s before the time when s t a t e p r o v i s i o n 
came t o be seen as normal, and as a gen e r a l p u b l i c 
s e r v i c e . I n 184-9 Henry Cole was asked by the. 
S e l e c t Committee o f i n q u i r y (see r e f . note 92) 
"The g r a t u i t o u s working i s the working which 
you have o b j e c t e d t o throughout the course of. 
your e v i d e n c e ? - — / C o l e / Unquestionably; 
1 agree w i t h what Mr Berbert s a i d , "Give n o t h i n g 
f o r n o t h i n g . " " 
9 6 . . This even more so i n the e i g h t e e n t h century» 
On the 18th c e n t u r y see;: Steegman.J. The Rule 
o f Taste MacMillan, (1 9 3 6 ) . And f o r a. d i s c u s s i o n 
o f the 19th c e n t u r y , and the c l a s s changes i n p a t r o -
nage, see;. Steegman.J. V i c t o r i a n Taste, Thomas 
Nelson and Sons, ( 1 9 7 0 ) . 
9 7 . 1 use the word ' p u b l i c ' here t o i n d i c a t e a-
move towards ' p u b l i c s e r v i c e ' and s t a t e p r o v i s i o n , 
where ' p u b l i c ' i m p l i e s , a move towards middle-
c l a s s groups as consumers of the s e r v i c e s ; i n t h i s 
sense ' p u b l i c ' i m p l i e s middle c l a s s dominated, 
w h i l e ' c h a r i t y ' i m p l i e s p r o v i s i o n f o r t he lower 
c l a s s e s . 
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98.- see. on museums; Harrison,M.- Museums and 
G a l l e r i e s Routledge and Kegan P a u l , London ( 1 9 7 3 ) •• 
a l s o ; Lee.S.E.(ed). On Understanding A r t Museums. 
P r e n t i c e H a l l , Englewood C l i f f s , N . J . ( Yl 
a l s o ; Hudson.K 0 S o c i a l H i s t o r y o f Museums. 
Macmillan, London, ( 1 9 7 6 ) . 
9 9 o see, f o r i n s t a n c e , t h e 'Museum of E n g l i s h 
R u r a l L i f e ' , W h i t e k n i g h t s , Reading, B e r k s h i r e . 
100. The B r i t i s h Museum i s an i n t e r e s t i n g example, 
having been a p r i v a t e c o l l e c t i o n donated t o the n a t i o n , 
and f o r a long time r e s t r i c t e d i n access - t r e a t e d 
as an a r i s t o c r a t i c palace t o which the ' p u b l i c ' 
had no automatic r i g h t of e n t r y . On the B r i t i s h 
Museum, see: Watson.V. The B r i t i s h Museum. 
Quartet; Books, London, ( 1 9 7 3 ) • a l s o : de Beer.G.R. 
Hans Sloan and the B r i t i s h Museum. Oxford U n i v e r s i t y 
Press, ( 1 9 5 5 ) • ~ a l s o : M i l l e r . E . J . A B r i e f H i s t o r y 
o f the B r i t i s h Museum. P i t k i n P i c t o r i a l s , London 
( 1 9 7 6 ) . 
101. On the Royal S o c i e t y of A r t s , see: The S t o r y 
o f the Royal S o c i e t y o f A r t s , p u b l i s h e d by John 
Murray, London,. ( 1 9 3 5 ) <> abridged from S i r Henry 
Trueman Wood's O f f i c i a l H i s t o r y , and brought u p -
to-date; by G.K.Menzies, C.B.E., S e c r e t a r y , w i t h a. 
foreword by J.A.Milne, C.B.E.,Chairman o f t h e 
Coun c i l and an a p p r e c i a t i o n by E.V.Lucas,C.II. 
102.. see; Cole.H. F i f t y Years o f P u b l i c Work, 
George B e l l and Sons, London. (18 8 4 ) . Chapter 
e n t i t l e d "Establishment o f the Department o f 
P r a c t i c a l A r t and Commencement o f South Kensington 
Museum". 
103. On the educative f u n c t i o n see as i n note 1 0 2 . 
Also note t h a t Henry Cole, as witness t o t h e Select. 
Committee on the Schools of A r t , - p u b l i s h e d 1864, 
d e f i n e d the purpose o f h i s department as b e i n g : 
"To improve the t a s t e and art-knowledge 
o f a l l classes o f the community, having e s p e c i a l 
r e f e r e n c e t o the i n f l u e n c e o f t h a t t a s t e and 
knowledge upon the manufactures, o f 
t h i s c o u n t r y . " 
Thus the aim was i n a broad sense g e n e r a l e d u c a t i o n , 
t h i s r e f l e c t i n g back upon manufactures. Cole had 
s h i f t e d away from the method o f d i r e c t t e c h n i c a l 
i n s t r u c t i o n as the main o b j e c t : (see on t h i s 
paragraphs nine and t e n of t h e evidence of the 
Se l e c t Committee Report.)„ Note als o h i s comments 
on the importance of s t a t e a i d f o r museums i n 
paragraph 4 3 1 5 o f the same r e p o r t . 
104. Engels.F. On the Housing Question. Progress 
P u b l i s h e r s , Moscow^ ( JZ pages 4 2 — - 4 5 . 
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1 0 5 . On the development of Museums, see: Hudson.K. 
The S o c i a l H i s t o r y o f Museums, Macmillan, London.. 
119767. 
106. from an " I n t r o d u c t o r y Address on t h e F u n c t i o n s 
o f the Science and A r t Department" d e l i v e r e d by 
Henry Cole, Secr e t a r y and General Superintendent 
on 16th November, 1857. Published i n volume two 
o f Cole's F i f t y Years of P u b l i c Work, George B e l l 
and Sons, London, ( 1 9 9 4 ) . see pages 2 9 0 - 2 9 1 . 
1 0 7 . i b i d . p . 2 9 3 . 
108. MacDonald.S. The H i s t o r y and Philosoph?/- o f 
A r t Education U n i v e r s i t y o f London Press. ( 1 9 7 0 ) . 
quoted on pages 180—189« 
1 0 9 . The M u n i c i p a l Corporations Act of 1 8 3 5 i s 
i m p o r t a n t f o r an understanding o f the 1 9 t h c e n t u r y 
s t a t e . For an e f f e c t o f t h i s measure was t o 
c e n t r a l i s e the power o f the s t a t e through f o r m a l i s i n g 
the s i t u a t i o n . The c e n t r a l s t a t e became r e s p o n s i b l e 
f o r making a c t i v i t i e s p o s s i b l e at the l o c a l l e v e l , : 
through the c e n t r a l s t a t e b e i n g r e s p o n s i b l e f o r 
l e g i s l a t i n g both the d u t i e s o f the c o r p o r a t i o n s , 
and t h e forms o f p o s s i b l e a c t i o n of the corporations« 
The v a r i o u s museum and l i b r a r y a c t s can be seen as: 
f o l l o w i n g from the M u n i c i p a l Corporations Act,., 
i n the sense t h a t once t h e M u n i c i p a l Corporations-
Act had been passed, the c e n t r a l s t a t e ( p a r l i a m e n t ) 
had t o l e g i s l a t e t o make p o s s i b l e t h a t which, p r i o r 1 
t o t h e 1 8 3 5 a c t , would have been, or c o u l d have 
been, p o s s i b l e . L i v e r p o o l i s perhaps an example 
o f a C o r p o r a t i o n a c t i v e p r i o r t o t h e 1 8 3 5 a c t 0 
1 i 1 0 . from: "Mr. Cole's Speech a t the D i s t r i b u t i o n 
o f P r i z e s t o the Students o f the Nottingham School 
o f A r t . " 1 5 t h January 1873* p r i n t e d i n volume 
two o f F i f t y Years of P u b l i c Work, by Henry Cole, 
p u b l i s h e d by George B e l l and Sons, London, ( 1 8 8 4 ) . 
111. On Cole's c o n n e c t i o n w i t h t h e Royal S o c i e t y 
o f A r t s , see chapter, 'The S o c i e t y o f A r t s ' , i n 
Cole's autobiography, F i f t y Years of P u b l i c Work 
George B e l l and Sons, London, ( 1 8 8 4 ) . * 
1 1 2 . On Cole's work as ' F e l i x Summerly', see 
the documents i n chapter e n t i t l e d , "Work With 
T e c h n i c a l A r t s and A r t Manufactures" i n v o l . 2 : , o f 
F i f t y Years of P u b l i c 'Work ( o p . c i t . ) . See a l s o : 
page 3 6 o f The Story o f the Royal S o c i e t y o f A r t s 
p u b l i s h e d i n 1 9 3 5 by John Murray, London,, 
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113.. Henry Cole. F i f t y Years o f P u b l i c Work, 
George B e l l and Sons, London, (188 4 ) . V o l . 1 . 
p.391 . 
114. As put f o r w a r d i n the l a t t e r p a r t o f the 
D i v i s i o n o f Labour 
115. See note 110 t o t h i s chapter.. 
116. Henry Cole. F i f t y Years o f P u b l i c Work, 
George B e l l and Sons, London. (1884).. Volume 2 . p » 3 4 5 . 
117. i b i d . V o l , 2 . p . 3 6 3 « 
118. i b i d o V o l o 2 „ p e 3 6 3 o ( a g a i n v e r y Durkheimian). 
119* i b i d o V o l o 2 0 p . 3 6 6 . 
120. Redgrave, Richard. 1804:—1888. E n g l i s h p a i n t e r . 
E s t a b l i s h e d a, r e p u t a t i o n by h i s ' G u l l i v e r on the.' 
Farmer's Table', e x h i b i t e d i n 1837° Was> Headmaster' 
of the Government School o f Design, and l a t e r 
superintendent of a r t i n t h e Science and Art. 
Department. Painted landscapes, and also s e n t i m e n t a l 
v e r s i o n s of the s t r u g g l e s of the poor. (Source: 
Everyman Encyclopaedia, (ed) A.Boyle, pub.. J.M. 
Dent and Sons, London, ( 1 9 1 3 ) 0 ) . 
121. Redgrave.R.., quoted b y MacDonald.S., i n 
The H i s t o r y and Philosophy o f A r t Education.. 
U n i v e r s i t y of London Press,, ( 1 9 7 0 ) . p.263. 
122 . Poynter. S i r Edward John. b.18J6o d . 1 9 
E n g l i s h painter.. Studied a t Rome under Leighton,, 
and i n England under Dobson, and i n P a r i s under 
Gleyre. He became Slade Professor of Ar t , at: 
U n i v e r s i t y C o l l e g e , London, ( 1 8 7 1 — 1 8 7 5 ) . He was? 
D i r e c t o r o f the a r t department a t South Kensington, 
and P r i n c i p a l of the N a t i o n a l A r t T r a i n i n g Schools;,, 
(Royal College of A r t ) . Resigned 1881. Succeeded 
Burton as D i r e c t o r o f the N a t i o n a l G a l l e r y (1894-95). 
From 1896 he was Pr e s i d e n t o f the Royal Academy.. 
Made a Baronet i n 1 9 0 2 . K.C.V.O., 1 9 1 3 . He 
Published Ten Lectures on. A r t ( 1 8 7 9 & 1 8 9 7 ) . 
123. Classic, and I t a l i a n P a i n t i n g by E.J.Poynter, 
R.A.,.. and P.R.Head. i n the s e r i e s o f ' I l l u s t r a t e d 
Text-Books o f A r t Education', e d i t e d by J.Poynter. 
This volume p u b l i s h e d by Sampson Low, Marston, 
Searle and R i v i n g t o n , London. 1885. The 'Preface 1' 
under d i s c u s s i o n runs from pages i x t o x x i i i , 
and i s dated May 1880. 
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1 2 4 . These issues we discussed e a r l i e r i n l o o k i n g 
a t Renaissance developments, and at statements "by 
J.Reynolds,, i n chapter f o u r , p p . 1 1 9 — 1 2 3 . 
1 2 3 . Poynter's p r e f a c e ; see note 1 2 3 « 
1 2 6 . . i b i d . , 
1 2 7 . i b i d 
1 2 8 . i b i d . 
1 2 9 . i b i d . 
1 3 0 . i b i d o 
1 3 1 • 
p p . 1 1 9 -
See J.Reynolds, as quoted i n chapter f o u r , 
— 1 2 3 . 
1 3 2 . Poynter's p r e f a c e ; see note 1 2 3 t o t h i s c h a p t e r c 
1 3 3 - i b i d . 
1 3 4 . i b i d . 
1 3 5 . i b i d . 
1 3 6 . S i m i l a r l y i n 1 9 7 5 t h e r e was an e v i d e n t 
c o n t r a d i c t i o n i n h i g h e r education.. Lord Crowther 
Hunt (Times Higher E d u c a t i o n a l Supplement, 2 3 t h , 
J u l y , 18th J u l y , and 11th J u l y , 1 9 7 6 ) , advocated 
the s t r e a m l i n i n g of h i g h e r education towards 
the j o b 2?equirements of s o c i e t y , t h i s s t r e a m l i n i n g 
c o n f l i c t i n g w i t h the i d e o l o g y o f education as a 
value i n i t s e l f , and an enrichment v a l i d on the. 
personal l e v e l . I would argue t h a t the appearance 
of education as a value i n i t s e l f , and a p u r s u i t 
unshackled by the 'demands' of the economy, i s one 
of a set o f f e a t u r e s necessary t o s o c i a l democracy 
i n a c a p i t a l i s t s o c i e t y , f o r the 'appearance' 
provides p a r t of the r e a l i t y t o the meaning o f 
' freedom 1. 
137« See John Berger's d i s c u s s i o n o f t h e a r t 
h i s t o r i a n , i n Ways o f Seeing p u b l i s h e d by The B r i t i s h 
Broadcasting C o r p o r a t i o n , and Penguin Books, ( 1 9 7 2 ) . . 
p p . 2 2 / 3 , and 106—108» 
1 3 8 » On E a s t l a k e , see note 2 5 t o t h i s c h a p ter* 
1 5 9 . From the;.'Report o f the Commissioners 
appointed t o i n q u i r e i n t o the present p o s i t i o n o f 
the Royal Academy i n r e l a t i o n t o the Fine Arts..' 
1863. paragraph 619. 
1;40. i b i d , paragraph 6 2 1 . 
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14,1. i b i d , paragraph. 662. 
14-2. Redgrave, see n o t e 120 t o t h i s chapter 
14,3. see page 200 of t h i s t h e s i s . 
144. i b i d , paragraph 1013• 
14-5. i b i d , paragraph 1026. 
1,4-6.. i b i d , paragraph 1027. 
14-7. i b i d , paragraph 
148. Thus f a r had t h e Medieval g u i l d system, 
of masters of an a r t , t e a c h i n g a p p r e n t i c e s t h e i r whole 
c r a f t , b e e n destroyed. Teaching had become a 
s p e c i a l i s m i n i t s e l f - a t r a n s m i s s i o n o f c o d i f i e d 
knowledge by one who knows more about the; t r a n s m i s s i o n 
of knowledge, than the knowledge i t s e l f , and t h e 
p r a c t i c e o f an a r t o 
14-9» As note 1 3 9 , paragraph 1061. 
1s50. David Roberts. 1796—1864. S c o t t i s h 
landscape a n d - f i g u r e p a i n t e r . Became ai Royal 
Academician i n 1 8 4 1 0 
1:51i« As note 139» paragraph 1179<> 
152. i b i d , paragraph 1180. 
153° An examination o f the i n t e r v i e w m a t e r i a l 
c o n t a i n e d i n Volume; 2 (Appendix) o f t h i s t h e s i s , 
r e v e a l s the way i n which the r e s i s t i n g o f o u t s i d e 
i n t e r f e r e n c e , and the a s s e r t i n g o f p r o f e s s i o n a l 
competence, are attempts t o m a i n t a i n c o n t r o l 
over work - attempts t o a v o i d being a., t e c h n i c i a n 
w i t h i n the d i v i s i o n o f l a b o u r , f o r the t e c h n i c i a n 
n e i t h e r creates nor a d m i n i s t r a t e s i n r e l a t i o n t o 
h i s / h e r own work. 
154. On Alexr.Jo B e r e s f o r d Hope, see note 22 to. 
t h i s chaptero 
1 5 5 e , from "Report o f t h e Commissioners appointed 
t o i n q u i r e i n t o the present p o s i t i o n of the Royal-
Academy i n r e l a t i o n t o t h e Fine A r t s " . 1863, paragraph 
4208. N.B.- I have used some o f these q u o t a t i o n s 
e a r l i e r i n the c h a p t e r , when i n t r o d u c i n g c e r t a i n 
d i s c u s s i o n s of the s t a t e . I reproduce p a r t s a g a i n 
h e r e , and add f u r t h e r m a t e r i a l , so as t o present 
Hope's p o s i t i o n w i t h i t s f u l l impact. As I indicate.-, 
I c o n s i d e r Hope's statements of p a r t i c u l a r s i g n i f i c -
ance, g i v e n the coherent way i n which they i l l u s t r a t e . 
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a* p a r t i c u l a r , , and dominant, type of response t o 
the s t a t e and B r i t i s h c l a s s r e l a t i o n s . * 
1 5 6 o i b i d . 
1 5 7 - i b i d -
1;58. l , b o u r g e o i s u / , , b o u r g e o i s i e , 1 : i I use the words 
i n the f o l l o w i n g manner. Bourgeoisies The dominant 
commercial and e n t r e p r e n e u r i a l classes o f c a p i t a l i s t 
s o c i e t y ; a l s o the p r o f e s s i o n a l and i n t e l l e c u a l 
classes r e l a t e d t o the dominance and l e g i t i m a c y o f 
c a p i t a l i s m . Bourgeois: of t h e dominant classes 
of c a p i t a l i s m . Bourgeois I d e o l o g y : the i d e o l o g y 
r e l a t i n g t o , produced by, and l e g i t i m i s i n g , the 
dominant classes of c a p i t a l i s t s o c i e t y : an i d e o l o g y 
a p p r o p r i a t e t o the s o c i a l r e l a t i o n s of c a p i t a l i s t -
s o c i e t y . 
1 5 9 o "Report" as i n note 1 5 5 , paragraph 4225. 
1 6 0 . i b i d , paragraph 4208. 
161. i b i d , paragraph 4244 
162.. The r e l a t i o n o f the A r t s C ouncil of Great 
B r i t a i n t o the s t a t e , and t o the M i n i s t e r w i t h 
S p e c i a l R e s p o n s i b i l i t y f o r the A r t s , and t o t h e 
i d e o l o g y o f independence so f r e q u e n t l y i n s i s t e d 
upon, w i l l be discussed a t l e n g t h i n chapter s i x . 
The p a r a l l e l between Hope's i d e n t i f i c a t i o n o f a 
p o s s i b l e form of o r g a n i s a t i o n , and the r e a l i t y o f 
t h a t o r g a n i s a t i o n i n the l a t e 20th c e n t u r y , w i l l 
t h en become a l l the clearer,, 
163. " l a i s s e z - f a i r e " . I use the term " l a i s s e z -
f a i r e " 1 i n t h i s t h e s i s t o d e s c r i b e a s i t u a t i o n i n 
which the s t a t e operates a system 
which appears t o work w i t h o u t d i r e c t c o n t r o l or 
i n t e r v e n t i o n on the p a r t o f the state:, the s t a t e 
appears t o be merely s u p p o r t i v e . I use the word 
' c o n t r o l ' at v a r i o u s p o i n t s i n c o n j u n c t i o n w i t h 
" l a i s s e z - f a i r e " t o i n d i c a t e the manner i n which the.-
appearance of n o n - i n t e r v e n t i o n and n o n - d i r e c t i o n 
d i s g u i s e s the a c t u a l choices t h a t are made i n 
'support', and the e x t e n t t o which the apparent 
passive support i s i n f a c t a c t i v e promotion. 
This i s a promotion, however, i n which the state, 
appears t o be n o n - i n v o l v e d , due t o the o r g a n i s a t i o n 
and p r e s e n t a t i o n w i t h i n the l a i s s e z - f a i r e i d e o l o g y 
I do not use the term " i d e o l o g y " , moreover, i n a 
c y n i c a l sense, but t o describe a s o c i a l r e a l i t y 
d i s t i n g u i s h a b l e from o t h e r s o c i a l r e a l i t i e s . For, 
i n as f a r as a s t a t e operates w i t h i n an i d e o l o g y o f 
n o n - i n t e r f e r e n c e and n o n - d i r e c t i o n , the ways i n 
which i t can, or does, i n t e r v e n e and d i r e c t are-
l i m i t e d . V / i t h i n the l a i s s e z - f a i r e system of 
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c o n t r o l , f o r i n s t a n c e , t h e r e i s scope f o r B e r e s f o r d 
Hope'S:form o f p r o f e s s i o n a l independence and/or 
e l i t i s m - the l a i s s e z - f a i r e system i s i n f a c t i n 
many ways bound up w i t h t h i s . S i m i l a r l y i n B r i t i s h 
secondary e d u c a t i o n , the i d e o l o g y o f n o n - d i r e c t i o n 
by the s t a t e operates t o some e x t e n t , and r e s u l t s 
i n a system which, w h i l e being a ' s t a t e ' system, 
and s u b j e c t t o s t a t e c o n t r o l i n a 'very d i r e c t sense-, 
( e . g o the change from the Grammar, Secondary Modern 
and Te c h n i c a l system, t o t h e Comprehensive), i s v e r y 
d i f f e r e n t from the French system, which i s subject: 
t o c e n t r a l s t a t e d i r e c t i o n i n a v e r y d e t a i l e d sense© 
164-8. Beresford Hope, as witness t o the "Commissioners 
appointed t o i n q u i r e i n t o the present p o s i t i o n o f 
the Royal Academy i n r e l a t i o n t o t h e Fine A r t s " . . 1863* 
paragraph 421 .0* 
165„ i b i d , paragraph 4247» 
166 e i b i d , paragraph 4262. 
167. On the Royal S o c i e t y o f A r t s , see note 36 
t o t h i s chapter. 
168. as note 166, page x i i i of the Commissioners. 
Reporto 
169. - Matthew A r n o l d ; from C u l t u r e and Anarchy, 
(1 8 6 9 ) , P « 9 « e x t r a c t r e p r i n t e d , i n I n d u s t r i a l i s a t i o n 
and C u l t u r e : 1830—1914 e d i t e d by C.Harvie, G.Martin,, 
and A-.Scharf, p u b l i s h e d by Macmillan, f o r the Open 
U n i v e r s i t y Press,. ( 1 9 7 0 & 1 9 7 5 ) « 
1 7 0 . . Matthew A r n o l d . 1822—1888. Poet and c r i t i c , , 
and son of Thomas A r n o l d o f Rugby. A r n o l d spent 
most of h i s l i f e as a government i n s p e c t o r o f schools,, 
171. by Norman St, John Stevas,, see 'Double our 
Money', an a r t i c l e i n t h e Sunday Times of 1 7 t h 
November, 1 9 7 4 - » I n s i m i l a r v e i n , see Jennie Lee's 
a r t i c l e i n The Times o f 2 9 t h January, 1 9 7 5 , e n t i t l e d , 
'The Case f o r A r t i n a Cold C l i m a t e 1 . E x t r a c t s 
from these, and o t h e r , a r t i c l e s are discussed i n 
chapter s i x 0 
T72. from Matthew A r n o l d , C u l t u r e and Anarchy, 
( 1 9 6 9 ) • reproduced i n I n d u s t r i a l i s a t i o n and~C*ulture., 
Cop.cit.note 1 6 9 ) , P « 1 7 V 5 » 
1 7 3 c i b i d . 
174. The death of Noel _ Coward c o i n c i d e d w i t h 
a c o a l mine d i s a s t e r i n England. I p a r t i c u l a r l y 
remember i n the r a d i o news programmes of t h a t day 
the e x t e n s i v e and d e t a i l e d t r e a t m e n t g i v e n t o 
Noel Coward's l i f e , w h i l e the names o f t h e dead miners 
notes t o chapter .five 
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were not gi v e n . They were numbers i n an i n d u s t r i a l , 
t r adgedy, w h i l e Coward was a hero o f popular 
mass media c u l t u r e 0 
175* The Royal Commission on Fine A r t s was s e t up 
i n t he e a r l y 1840's 'to take i n t o c o n s i d e r a t i o n the 
Promotion of the Fine A r t s o f t h i s Country, i n 
connexion w i t h t he R e b u i l d i n g of the Houses o f 
Par l i a m e n t ' , Robert P e e l , t h e n Prime M i n i s t e r , 
appointed the twenty-two year o l d Prince A l b e r t as 
Chairman;; he had been i n England l e s s t h a n two 
years. 
The Royal Commission appointed a S e l e c t 
Committee on the Fine A r t s , which issued i t s f i r s t 
Report i n June 1841 - 'Report of the Committee on 
the Promotion of the Fine A r t s . . . • Evidence, 
Appendix and Index. June 1841.' 
The Commission i t s e l f r e p o r t e d 1 3 
t i m e s . I t s f u l l d e s c r i p t i o n was t h e Commission "ap-
p o i n t e d by Your Majesty f o r the purpose o f i n q u i r i n g 
whether advantage might not be taken o f the r e b u i l d i n g 
o f Your Majesty's Palace a t V/estminster . , . f o r t h e 
purpose o f promoting and encouraging the Fine A r t s 
i n Your Majesty's U n i t e d Kingdom, and i n what manner 
an o b j e c t of so much importance might be most 
e f f e c t u a l l y promoted." F i r s t Report 1842. 2 nd, 
3rd and 4 t h Reports i n 1843, 1844, & 1845 r e s p e c t i v e l y ; 
5 t h and 6 t h Reports i n 1846, 7 t h Report i n 1847, 
8 t h Report i n 1849, 9 t h i n 1850, 10th Report i n 1854, 
11th i n 1858, 12th i n 1861, and 13th i n 1863-
At t h i s p o i n t wound up on account of i t being f e l t 
t h a t ( a ) i t s j o b was done, and ( b ) i t would not be 
a p p r o p r i a t e t o continue a f t e r the death o f P r i n c e 
A l b e r t - an a c t i v e Chairman, i n f l u e n t i a l i n matters 
o f a r t and design w e l l o u t s i d e the l i m i t s o f the 
Commission. 
176. from A r t Union magazine, 1 s t March 1848. 
E x t r a c t s reproduced i n I n d u s t r i a l i s a t i o n and Culture-: 
1830—1914 (eds) C.Harvie, G.Martin, & A-.Scharf. 
p u b l i s h e d by Macmi11an, f o r the Open U n i v e r s i t y , 
( 1 9 7 0 & 1 9 7 5 ) . 
177• i b i d . 
178. i b i d . 
1 7 9 o i b i d . 
180. i b i d . 
1 8 1 . i b i d . 
182. Berger.J. Ways o f Seeing, The B r i t i s h 
Broadcasting C o r p o r a t i o n , London, and Penguin Books * 
Harraondsworth, ( 1 9 7 2 ) , p.21. 
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183* I do not consider the r e c e n t apate of m a i l 
order sales of f i n e a r t p r i n t s and r e p r o d u c t i o n s 
i n the Observer and Sunday Times Colour Magazines: 
t o be examples of such a p r a c t i c e , ( a ) , because 
much of the work f o r sale i s t h a t of the ' s t a r ' 
a r t i s t s i n the t r a n s - a t l a n t i c scene, and ( b ) , 
because the p r i c e s are way above what such forms, of 
r e p r o d u c t i o n make p o s s i b l e . For the p r i c e o f 
many of the r e p r o d u c t i o n s a d v e r t i s e d i n the Sunday 
Colour Magazines, you c o u l d buy a g e n u i n e l y o r i g i n a l 
work by a l i v i n g a r t i s t . 
C e r t a i n of t h e f i r m s who have engaged i n 
m a i l - o r d e r sales of work through the Sunday Magazines 
have been, shown, moreover, t o be: suspect.. See 
Value Today 3 , January 1 9 7 3 , " A r t P r i n t s - a.Value 
Today I n v e s t i g a t i o n 1 . 
I t may al s o be p o i n t e d out t h a t f a i r l y good 
r e p r o d u c t i o n s o f works o f a r t are now a v a i l a b l e at, 
lov; cost through p o s t e r shops, and i t may be argued 
t h a t t h i s i s u s i n g the p o s s i b i l i t i e s o f technology* 
I - would p o i n t o u t , however, t h a t such r e p r o d u c t i o n s 
are t r e a t e d as 'references t o ' the o r i g i n a l , and 
not as t h i n g s i n themselves. Moreover, the p o s t e r 
shops are again d e a l i n g w i t h a l i m i t e d range o f 
'known', ' s t a r ' a r t i s t s . 
I was r e c e n t l y a t an e x h i b i t i o n i n London 
where, aside from the i n d i v i d u a l works, t h e r e were 
p r i n t s o f drawings. These were s e l l i n g a t t h r e e 
pounds a t i m e , and t h e draughtsman had had one hundred 
p r i n t e d a t a cost of t e n pounds t o h i m s e l f . Enough 
were s o l d t o cover t h e cost of p r i n t i n g . The p o i n t 
i s , however, t h a t t h i s i s an i n d i c a t i o n o f the way 
i n which t h i n g s could be done a t low-cost i n the 
same manner as., f o r example, Long P l a y i n g Records» 
184. as note 18.2. 
185. 
186. The P r i n c e Consort, as. husband of t h e 
Monarch, i s here i n v o l v e d i n a<. " p r i v a t e " s o c i e t y . 
Robert Peel, as we noted e a r l i e r , had al s o made him 
Chairman of the Commission on the Fine A r t s . Thus 
i n the l a t t e r the husband of the Monarch i s i n v o l v e d 
through the i n t e r v e n t i o n of the Prime M i n i s t e r . 
These v a r i o u s i n s t a n c e s emphasise t h e need t o 
see the r e l a t i o n s h i p between p r i v a t e i n i t i a t i v e s and 
a c t i o n s , and the state;-.. 
187. The S t o r y of the Royal S o c i e t y o f A r t s , 
abridged from S i r Henry Trueman Wood's O f f i c i a l 
H i s t o r y . . John Murray, London. ( 1 9 3 5 ) • P » 3 5 « -
188. see F i f t y Years of P u b l i c Work, by Henry C 0 l e 
pub. George B e l l , London, (1884). p p 7 1 7 8 — 2 0 7 o f 
V o l . 2 * Note again the l l u r r i n g o f the p u b l i c / p r i v a t e 
d i s t i n c t i o n i n Cole's involvement w i t h the S o c i e t y 
3 7 0 
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o f A r t i s t s , and h i s a c t i n g as a designer under a 
pseudonym. 
1 8 9 . see (She S t o r y of t h e Royal S o c i e t y o f Arts. 
( o p . c i t ) p.36. 
1 9 0 . i b i d . 
1 9 1 * i b i d . p p . 3 6 - 7 • 
1 9 2 . . see Steegman.J. V i c t o r i a n Taste. Thomas Nelson 
and Sons, London, (1970). p p . 2 0 7 - 8 . 
1 9 3 * quoted by Henry Cole, i n h i s F i f t y Years o f 
P u b l i c Work, George B e l l , and Sons, London, (1884). 
p. 1 6 5 o f volume One. Cole''s source was L i f e : 
o f P rince Consort v o l . i i . p . 2 8 5 - 6 and p.290-1. 
194.. i b i d . 
1 9 5 » P r i n c e A l b e r t ' s opening speech o f 1 s t May 
1851, p u b l i s h e d i n the O f f i c i a l Catalogue of the: 
Great E x h i b i t i o n . P a r t reproduced i n I n d u s t r i a l i s a t i o n 
and C u l t u r e : 1830—1914 ( e d s ) . C.Harvie. G. l i a r t i n & 
A.Scharf.. pub.Macmillan, London, f o r the Open 
U n i v e r s i t y , ( 1 9 7 0 & 1 9 7 5 ) . see p..236. 
see also on the Great E x h i b i t i o n , ' E x t r a c t s from t h e 
Preface t o the Catalogue o f the E x h i b i t i o n of 1851'» 
reproduced on pages 208—220 of Henry Cole's 
F i f t y Years of P u b l i c Work, Volume 2» 
196. from the I n t r o d u c t i o n t o the Fine A r t s 
S e c t i o n o f the O f f i c i a l D e s c r i p t i v e and I l l u s t r a t e d 
Catalogue of the Great E x h i b i t i o n ( 1 8 5 1 ) * 3 volumes. 
Vol..2* p.8180. 
1 9 7 » Steegman.J. V i c t o r i a n Taste (op.cit.n.192-) • 
p.222 0. See i n general on the Great E x h i b i t i o n h i s 
c hapter, e n t i t l e d 'The Great E x h i b i t i o n ' . Also 
Henry Coles work c i t e d above. 
198. see Steegman^J. o p . c i t . p . 2 2 9 . 
1 9 9 » - On Lady E a s t l a k e , w i f e o f Charles Eastlake 
discussed at v a r i o u s p o i n t s i n t h i s c h a p t e r , see 
f r e q u e n t r e f e r e n c e s i n Steegman.J. V i c t o r i a n ^'aste; 
( o p . c i t . n . 1 9 2 ) . 
200. Lady E a s t l a k e , w r i t i n g i n 1854. J o u r n a l s and 
Correspondence, quoted by Steegman.J.op.cit.p. 2 3 1o 
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2 0 1 » Henry Mayhew.. 1851; or the Adventures of Mr-
and Mrs Cursty Sandboys and f a m i l y who came up t o 
London t o "enjoy themselves" , and see t h e Great 
E x h i b i t i o n - Part reproduced i n I n d u s t r i a l i s a t i o n 
and C u l t u r e ; 1830—1914 (ed) Harvie.C. e t . a l . 
M acmillan, London, f o r the Open U n i v e r s i t y , (1970 & 
1 9 7 5 ) . p.247* E x t r a c t runs from p.243—249. 
2 0 2 . , For m a t e r i a l i n t r o d u c e d i n t h i s d i s c u s s i o n 
see- K e l l y . T . A^  H i s t o r y of P u b l i c L i b r a r i e s i n 
Great B r i t a i n , The L i b r a r y Association,, ( 1 9 7 3 ) . 
2 0 3 . Charles Henry Bellenden Ker. 1785?—1871. 
L e g a l r e f o r m e r . A-Ctive i n promoting p a r l i a m e n t a r y 
r e f o r m from 1830.—1832. Member o f p u b l i c records 
commission. An advocate of popular e d u c a t i o n and 
t h e d i f f u s i o n - of l i t e r a t u r e and a r t . A c t i v e i n 
•Society f o r t h e D i f f u s i o n o f U s e f u l Knowledge:*.. 
I n t e r e s t e d i n Schools o f Design, and helped t o 
promote the establishment of Department o f Science 
and Art., source: D.N.B. 
204. Henry Peter Brougham. 1778—1868.. M.P. 
Lord Chancellor. Legal r e f o r m e r . Writer.. Frequent; 
c o n t r i b u t e r t o Edinburgh Review. Founder of U n i v e r -
s i t y o f London. General concern v/ith education,, 
An a c t i v e judge and a c t i v e p a r l i a m e n t a r i a n . 
A- somewhat extravagant f i g u r e . - See the l e n g t h y 
D.N.B.. e n t r y . 
2 0 5 * on Mechanics I n s t i t u t e s see the witness 
of Charles T o p l i s t o W i l l i a m Ewart's 1835 Se l e c t 
Committee "appointed, t o i n q u i r e i n t o the best means 
of extending a knowledge of the a r t s and o f the 
p r i n c i p l e s o f design among the people ( e s p e c i a l l y 
t h e manufacturing p o p u l a t i o n o f t h e c o u n t r y ) : 
a l s o t o i n q u i r e i n t o t he c o n s t i t u t i o n , management 
and e f f e c t s o f i n s t i t u t i o n s connected w i t h the a r t s ^ . . . 
1 8 3 5 (598) v.. 375. 1836 (568) ix.1„. On Mechanics 
I n s t i t u t e s i n general see also r e f e r e n c e s g i v e n i n 
note 5 9 "to t h i s chapter,, 
206. Benjamin Hawes. 1797—1862. M.P. from 
1832—1852, p a r t o f time f o r Lambeth, and p a r t f o r 
K i n s a l e . " ~Retired~~as M.P. i n 1852 t o devote himself, 
f u l l y t o be i n g d e p u t y - s e c r e t a r y a t the War Department. 
1857 became permanent u n d e r s e c r e t a r y a t the same. 
Stayed i n j o b t i l l h i s death. I t was by Hawes,1 
motion i n 1841 t h a t the Fine A r t s Commission was. 
appointed. Also due t o him t h a t t he B r i t i s h 
Museum was opened on h o l i d a y s . 
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2 0 7 , C i r c u l a t e d i n 1834;; summarised i n Q u a r t e r l y 
J o u r n a l of Education, Vol.X, ( 1 8 3 5 ) , pp.284—305. 
Published i n f u l l i n P a r l i a m e n t a r y Papers., 1836, 
( i n 4 4 0 ) , X . 5 5 0 . 
208o. "Report from the Selec t Committee a p p o i n t e d 
t o i n q u i r e i n t o the e x t e n t , causes, and consequences, 
o f the p r e v a i l i n g v i c e o f i n t o x i c a t i o n among t h e 
Labouring Classes o f the U n i t e d Kingdom,, i n order 
t o a s s e r t a i n whether any l e g i s l a t i v e measures can 
be devised t o prevent the f u r t h e r spread t h e r e o f ; " 
1835 (559) v i i i . 3 1 5 o 
2 0 9 . i b i d - from the Report. 
2 1 0 . - W i l l i a m Ewart, i n Hansard. P a r l i a m e n t a r y Debates 
3rd s e r i e s . V o l X L V I I I . W 3 . Col.91 . 
£11. Edward: Edwards, 1812—1886. L i b r a r i a n . 
A c t i v e as a w r i t e r , and campaigner f o r f r e e l i b r a r i e s . 
Provided W i l l i a m Ewart v/ith m a t e r i a l f o r h i s work 
on the s u b j e c t as an M.P.. Worked a t the B r i t i s h 
Museum, and l a t e r a t the f i r s t f r e e l i b r a r y a t 
Manchestero (source.D.N.B.). 
212.. E.Edwards. The Fine A r t s i n England. 
213« As source f o r the d e s c r i p t i o n o f t h e events 
described here see K e l l y . To- A H i s t o r y o f Rib l i e 
L i b r a r i e s i n Great B r i t a i n . The L i b r a r y A s s o c i a t i o n . 
C1973)o see also the v a r i o u s P a r l i a m e n t a r y 
Reports and Selec t Committee Reports C i t e d . James 
S i l k Buckingham's 1834 Selec t Committee on Drunkenness 
c i t e d above i s of p a r t i c u l a r i n t e r e s t , since i t 
e x p l i c i t l y pursues the s u b j e c t o f p u b l i c e d u c a t i o n 
and amenities as a n t i - d o t e s t o o t h e r p e r c e i v e d 
v i c e s . F r a n c i s Place's witness t o t h a t i n q u i r y 
i s o f i n t e r e s t f o r h i s somewhat m o r a l i s i n g ( o r 
defensive?) a t t i t u d e t o the London poor* 
214* P u b l i c L i b r a r i e s Act of 1850.. 13th & 14th 
V i c t o r i a , chapter 65. "An a c t f o r enabling. Town Counci l s 
t o e s t a b l i s h P u b l i c L i b r a r i e s and Museums" 14th 
August; 1850. This act repealed and supplanted the; 
Museums Act o f 1845. 
215.- Colonel S i b t h r o p . Hansard. P a r l i a m e n t a r y 
Debates 3rd s e r i e s . Vol.CXI. 1850. c o l . 1 1 7 4 / 5 . 
216. see K e l l y ( o p . c i t . n . 2 1 3 ) p.26 & f o o t n o t e . 
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2f17« see EoP.Thompson. The "Making o f the E n g l i s h 
Working Class Penguin Books, Harmondsworth, ( 1968). 
E s p e c i a l l y on Corresponding S o c i e t i e s - see Index. 
218. This p o i n t has become i n c r e a s i n g l y i m p o r t a n t , 
w i t h t h e s t a t e today t a k i n g over an i n c r e a s i n g l y 
l a r g e s e c t o r o f f a c i l i t i e s and p r o d u c t i o n - h a n d l i n g 
between 55 and 60 per cent o f the G.N.P. N a t i o n a l 
H e a l t h , P u b l i c Education, A r t s C o u n c i l s , 
etc., a l l 'do' what could be done thro u g h people's 
s e l f o r g a n i s a t i o n and d i r e c t c o n t r o l . 
219- see K e l l y , o p . c i t . chapter one. 
220. Access t o the B r i t i s h Museum was, i n the e a r l y 
days, very t i g h t l y c o n t r o l l e d - e n t r y by appointment 
o n l y , and t h e n a r a p i d conducted t o u r . 
221o A rea d i n g o f the issues o f the Museums-
A s s o c i a t i o n ' B u l l e t i n ' and 'Jou r n a l ' over 1974 and 
1975, and of the Museums A s s o c i a t i o n ' s P r e s i d e n t i a l 
address a t the A s s o c i a t i o n s 1975 annual conference, 
r e v e a l s a constant concern w i t h ' r e t h i n k i n g ' t h e 
r o l e o f the museum. Much of th e d i s c u s s i o n 
c e n t r e s on the idea t h a t the museum should cease, 
t o be simply a., 'backwater' where o b j e c t s are 
simply c o l l e c t e d and s t o r e d . Rather, i t i s argued, 
the museum should develop an a c t i v e e d u c a t i o n a l 
r o l e . T h i s , as we have seen, was i n f a c t one o f 
the o b j e c t i v e s of the 19th c e n t u r y museum. The 
p o l i c y under d i s c u s s i o n now, moreover, o f c r e a t i n g 
'centres o f excellence' ( a c e n t r a l i s a t i o n of 
s p e c i a l i s t f a c i l i t i e s f o r use over an extended a r e a ) , 
i s , f a r from being a new i d e a , simply a restatement 
of the o r i g i n a l p o l i c y of the South Kensington 
Museum (V & A) under Henry Cole. Even 'new' developments 
w i t h i n the s t r u c t u r e o f the s e r v i c e s a r e , t h e r e f o r e , 
not always so new. 
222. page 9 o f C u l t u r a l P o l i c y i n Great B r i t a i n 
by Michael Green, and Michael W i l d i n g , i n c o n s u l t a t i o n 
w i t h Richard Hoggart. pub. UNESCO, P a r i s , ( 1970) . 
223- A P o l i c y For The A r t s - The F i r s t Steps 
H.M.S.O., London. Cmnd.2601. (19&5).p.20o 
224.. This i n the c o n t e x t o f d i s c u s s i n g the r e l a t i o n 
between i d e o l o g i e s c f freedom and independence, and 
the r e a l i t y o f s t a t e i n t e r v e n t i o n and p o t e n t i a l or 
a c t u a l c o n t r o l . 
225• The p r a c t i c e o f the nev; r i c h 'buying themselves 
a c u l t u r e ( s t a t e l y home and works of a r t ) i s 
i n d i c a t i o n of the sense i n which 'having c u l t u r e ' 
(owning c u l t u r e ) i s p a r t of a badge o f o f f i c e . 
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The r i d i c u l e of the new r i c h , however, by the estab4? 
l i s h e d upper classes;, e v i d e n t i n 1 9 t h c e n t u r y l i t e r -
a t u r e , i s i n d i c a t i o n of the way i n which the c o r r e c t 
understanding of c u l t u r e i s used t o d e f i n e s u b t l e 
d i f f e r e n c e s between groups. 
226:. see note 2 1 7 -
227* I - am not t a l k i n g here so much of the o l d 
image o f the p u b l i c l i b r a r y as b e ing f u l l o f 
tramps and the poor on wet, c o l d , w i n t e r days ( a l -
though t h i s i s p a r t o f the p i c t u r e ) • Rather I am 
t a l k i n g of the l i b r a r y / m u s e u m / c o n c e r t - h a l l / g a l l e r y / -
s c h o o l , as a p u b l i c . - f a c i l i t y / p a l a c e - o f - c u l t u r e / e x t e n s i o n -
of-a-cramped-home.. That i s , we can't a l l a f f o r d i 
p i c t u r e s , books and p r i v a t e t u t o r s , but we have 
them i n a ' p u b l i c ' sense. 
Henry Cole was v e r y aware, as we saw 
e a r l i e r , of the V & A as an a l t e r n a t i v e t o cramped; 
d w e l l i n g s and s q u a l o r . 
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1; . . I n t h i s , s e c t i o n I use the word "type.' ( o f 
s t a t e i n t e r v e n t i o n ) i n o p p o s i t i o n t o "degree'. 
Thus, w h i l e s i g n i f i c a n t developments i n the numbers 
o f museums and a r t schools took place between 
1 8 7 0 and 1939, these developments were o f the same 
•type' as those o f the 1830 t o 1870 p e r i o d . I n 
the 1 9 3 9 - 1 9 7 5 p e r i o d new forms of s t a t e i n t e r v e n t i o n 
were developed ( A r t s C o u n c i l , C r a f t s A d v i s o r y 
Committee, Design C o u n c i l ) . I s h a l l argue t h a t these 
nev; o r g a n i s a t i o n s are s i m i l a r i n e f f e c t and id e o l o g y 
t o the forms of i n t e r v e n t i o n developed i n the 1 8 3 0 — 
1870 period.. New 'type' r e f e r s , t h e r e f o r e , t o new 
kind s of f o r m a l organisations.. 
2. Two changes t h a t come immediately t o mind were 
the r e c r u i t m e n t o f women i n t o the labour market, and 
the i n t r o d u c t i o n o f ' o r d i n a r y ' people as c h a r a c t e r s 
i n f i l m s . The war, being on a l a r g e s c a l e , 
n e c e s s i t a t e d a degree of c e n t r a l s t a t e p l a n n i n g 
and a d i s r e g a r d f o r t r a d i t i o n a l i n t e r e s t s o r 
p r i v i l e g e s i n favour o f u n i f y i n g i d e o l o g i e s and 
p r a c t i c e s unprecedented i n B r i t a i n . 
3 - . Q u o t a t i o n from The F i r s t Ten Years, - the e l e v e n t h 
annual r e p o r t of the A r t s Council o f Great B r i t a i n , 
( 1 9 5 6 ) . Note r e f e r e n c e t o "Committee"; C.E.M.A..'s 
t i t l e was changed from "Council f o r . . . " ' t o "Committee 
f o r . . . 
4» i b i d . p . 8 . 
5. i b i d . p . 9 « 
6.. i b i d . 
7. i b i d . 
8 . i b i d . 
9. i b i d . p.10. 
10. i h i d p.11. 
1:1 „ We could leave i t saying t h a t , i n l a t e 20th 
c e n t u r y B r i t i s h s o c i e t y , - c e n t r a l i s e d a d m i n i s t r a t i o n 
i s compatible w i t h d e c e n t r a l i s e d p r o d u c t i o n i n the 
a r t s , and d e c e n t r a l i s e d a d m i n i s t r a t i o n i s compatible^ 
w i t h c e n t r a l i s e d p r o d u c t i o n . I n f a c t , hov/ever, 
we co u l d say more s t r o n g l y , t h a t t h e y are not o n l y 
compatible b u t , 'tend t o go t o g e t h e r ' . C.E.M.A.. 
i l l u s t r a t e s t he former, and the A r t s Council, the 
l a t t e r , , 
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12. see pages 216—224 of t h i s t h e s i s . 
1 3 . see chapter one, s e c t i o n two o f Bax ndal.M. 
P a i n t i n g and Experience i n F i f t e e n t h Century I t a l y , 
Oxford U n i v e r s i t y Press, ( 1 9 7 2 ) - an i n d i c a t i o n o f 
the l a c k o f freedom f o r the a r t i s t d u r i n g one o f 
the " g r e a t " periods of a r t i s t i c p r o d u c t i o n . 
14. The F i r s t Ten Years ( o p . c i t . n . 3 ) . 
1 5 . i b i d . p . 1 5 . 
16. ibid.pc.14/15. 
1 7 . i b i d . pVl5. 
18. i b i d , see pages 1 5 — 1 7 » and, i n p a r t i c u l a r , p . 2 3 . 
1 9 . E a s t l a k e , before t h e 1863 i n q u i r y ; see chapter 
f i v e * Reynolds ;; see l a s t p a r t o f chapter f o u r . 
2©. The F i r s t Ten Years (as above) pp.18/19. 
2?l+ There i s i n s u f f i c i e n t space t o substantiate.; 
these p o i n t s i n the t e x t o f the t h e s i s . The reader-
i s r t h e r e f o r e , d i r e c t e d t o the r e p o r t i t s e l f , which i s 
b r i e f enough t o be read i n i t s t o t a l i t y t o v e r i f y 
these 'impressions'. 
2 2 . The F i r s t Ten Years, op.cit.p.23 
2 3 . I n the Sunday Times o f 6 t h June 1 9 7 6 t h e r e 
appeared a sho r t but b i t t e r a r t i c l e by a.Professor 
of E n g l i s h at C a r d i f f U n i v e r s i t y . I n i t he complained 
of t h e amounts of money being spent on t h e N a t i o n a l . 
Theatre a t London - a t h e a t r e which he had no contact, 
w i t h as a Professor o f E n g l i s h i n the c a p i t a l c i t y 
o f Wales - ' N a t i o n a l ' , t h e r e f o r e , being equivalent; 
t o 'London'. I f he, as a Professor o f E n g l i s h , 
experienced the N a t i o n a l Theatre t h i s way, he asked, 
what were the experiences of those not even i n 
(so t o speak) the business? 
24. The F i r s t Ten YearsT~op.cit.p.21 
2 5 c . see note 12, above. 
26. Partners i n Pa.o.ronage - 1 6 t h annual r e p o r t o f 
the A r t s Council of u-reat B r i t a i n , ( 1961). 
2 .7 . i b i d . p. 6 . 
28. i b i d . 
2 9 . i b i d . p . 7 . 
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50 o i b i d . p. 8:.. 
5"! •• Par t n e r s i n Patronage, op.cit.p.9» 
32. Marx's statement on page 1083 o f C a p i t a l , 
V o l . 1 . Penguin, Harmondsworth, & New L e f t Review, 
London, (1976), i s such a concise and neat expression 
o f these r e l a t i o n s t h a t i t i s worth q u o t i n g here;, 
Although the f o r m a t i o n o f c a p i t a l and the 
c a p i t a l i s t i c mode o f p r o d u c t i o n are e s s e n t i a l l y 
founded not merely on the a b o l i t i o n o f 
f e u d a l p r o d u c t i o n b u t also on the e x p r o p r i a t i o n 
o f the peasantry, craftsmen and i n general o f 
the mode o f p r o d u c t i o n based on the p r i v a t e 
ownership by the immediate producer o f h i s 
c o n d i t i o n s o f p r o d u c t i o n ; a l t h o u g h , once 
c a p i t a l i s t p r o d u c t i o n has been i n t r o d u c e d , i t 
continues t o develop a t the same r a t e as t h a t , 
p r i v a t e p r o p e r t y and the mode o f p r o d u c t i o n 
based on i t i s destroyed,; so t h a t those immed-
i a t e producers are e x p r o p r i a t e d i n the name o f 
the c o n c e n t r a t i o n o f c a p i t a l ( c e n t r a l i s a t i o n ) ; ; 
a l though the subsequent systematic r e p e t i t i o n 
o f the process o f e x p r o p r i a t i o n i n the ' c l e a r i n g ; 
o f e s t a t e s ' i s i n p a r t the a c t o f v i o l e n c e 
t h a t inaugurates; the c a p i t a l i s t mode o f p r o d u c t i o n — 
altho u g h a l l t h i s i s the case,, b o t h the t h e o r y 
o f c a p i t a l i s t p r o d u c t i o n ( p o l i t i c a l economy, 
philosophy o f lav/, etc.) and the c a p i t a l i s t 
h i m s e l f i n h i s own mind i s pleased t o confuse 
h i s mode o f p r o p e r t y and a p p r o p r i a t i o n , which 
i s based on the e x p r o p r i a t i o n o f the immediate; 
producer i n i t s o r i g i n s , and on the a c q u i s i t i o n 
o f the labour o f o t h e r s i n i t s f u r t h e r p r o g r e s s , 
w i t h i t s o p p o s i t e ; w i t h a mode of -production 
t h a t presupposes t h a t t he immediate producer 
p r i v a t e l y owns h i s own c o n d i t i o n s of p r o d u c t i o n -
a premiss which would a c t u a l l y render c a p i t a l i s t 
p r o d u c t i o n i n a g r i c u l t u r e and manufacture, 
e t c , i m p r a c t i c a b l e . I n consequence he regards : 
every a t t a c k on t h i s l a t t e r form o f approp-
r i a t i o n as an a t t a c k on the former and indeed 
as an a t t a c k on p r o p e r t y as such. 
The. underlined"words; are i t a l i c i s e d i n the penguin 
t e x t . 
33.. see page 272. 
54« P a r t n e r s i n Patronage. - 16th annual r e p o r t o f 
th e A r t s Council o f Great B r i t a i n , ( 1 9 6 1 ) , p.8. 
notes t o chapter six: 
35• The F i r s t Ten Years - the e l v e n t h annual r e p o r t 
o f t he A r t s C o u n c i l of Great B r i t a i n , (1956) .. 
36 . as note 34. Note t h a t the im p r e s s i o n g i v e n 
here by t h e A r t s Council t h a t i n d u s t r y (shareholders;) 
were g i v i n g generously, and on an i n c r e a s i n g scale, ; 
would appear t o have l i t t l e f o u n d a t i o n . According, 
t o t he A r t s Council's 'Research B u l l e t i n Number 
3 ', e n t i t l e d Fund R a i s i n g from the P r i v a t e Sector -
The Experience of t h e Regional A r t s Associations., 
(issued. December 1974) , the c o n t r i b u t i o n from the 
p r i v a t e Sector would appear t o be n e g l i g i b l e . 
I n the f i n a n c i a l years 1972-3 the.- eleven RAASJ i n 
the survey had a t o t a l income o f £ 1,847 , 5 9 9 . Of. 
t h i s : £182 ,052. (10%) came from sources o t h e r t h a n L.As; & 
the A r t s C o u n c i l . Of t h i s £182 ,052 o n l y £ 7 1 , 9 6 6 
came from business, i n d u s t r y , b r o a d c a s t i n g companies, 
u n i v e r s i t i e s : , , t r u s t s , f o u n d a t i o n s , and p r i v a t e 
p a t r o n s , i n c l u d i n g membership o t h e r than l o c a l 
a u t h o r i t y membership. The remainder came from 
promotions and sales;, income c a r r i e d over from the 
previous year, investment income, and g r a n t s from 
the B r i t i s h F i l m I n s t i t u t e and C r a f t s A d v i s o r y 
Committee. Only about 4% t h e r e f o r e came from 
p r i v a t e sources, ' p r i v a t e ' i n c l u d i n g b r o a d c a s t i n g 
companies and u n i v e r s i t i e s o (L.As, above, = l o c a l 
a u t h o r i t i e s ) 
3,7. Key Year - 21s t annual r e p o r t o f the A r t s ; 
C o u n c i l o f Great B r i t a i n , ( 1 9 6 6 ) . p . 9 » 
38 . A P o l i c y f o r the Arts: - The F i r s t Steps. 
Presented t o Parliament by the Prime i ' i i n i s t e r by 
Command of Her Majesty February 1965. Cmnd.2601. 
H.M.S.O..,London,(1965) . 
39 . i b i d . . 
40. i b i d . para.70 
4 1 - i b i d . 
42 0 i b i d . 
43 0 i b i d . para. 8 . 
i b i d . para.10. 
45. i b i d . para. 14. 
46. i b i d . 
47 0 i b i d . para.58• 
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3 - 7 9 
48. i b i d . p a r a . 6 4 . 
49. This i d e a o f d i f f u s i o n i s the same as t h a t we 
have seen expressed by E a s t l a k e , Reynolds, and others;. 
5 0 , . A P o l i c y f o r the Arts:, op..cit. p a r a . 7 1 * 
5 1 o i b i d . p a r a » 9 1 « 
5 2 . . i b i d . p a r a . 9 8 . 
5 3 * H.M.S.O.,London ( 1 9 6 5 ) , Cmnd.2601 o 
5 4 . A-. P o l i c y f o r the A r t s , o p . c i t . p a r a » 9 9 * 
5 5 * . i b i d , p a r a . 1 0 0 » 
5 6 . i b i d . p a r a . 9 9 » -
5 7 . see on The A r t s and C r a f t s Movement, G i l l i a n 
N a y l o r , pub. Studio V i s t a , London, (197lT« 
5 8 o see S.Hannema, Fads, Fakes and Fantasies;, 
Macdonald, London, ( 1 9 7 0 ) , p . 5 4 . f f . on the impact, 
of t he A r t s and C r a f t s Movement on education and 
design. 
5 9 * V i c t o r M a r g r i e , i n the Museums J o u r n a l 
Vol . 7 4-.No.3. D e c . 1 9 7 ^ . p « 1 1 7 o 
6 0 . On the C r a f t s Advisory Committee, see: 
The V/ork o f the C r a f t s Advisory Committee 1 9 7 1 — 1 9 7 4 * 
pub. C r a f t s Advisory Committee, London, ( 1 9 7 ^ \ ) » 
Also a. v a r i e t y o f i n f o r m a t i o n sheets on the CAC's 
a c t i v i t i e s , a v a i l a b l e from the CAC a t 1 2 , Waterloo 
Place, London. 
6-1:o The Craftsmans A r t , C r a f t s A d v i sory Committee,, 
( 1 9 7 3 ) , p . 1 0 3 o 
6 2 * Index o f Craftsmen. CAC i n f o r m a t i o n sheet.* 
6 3 * This i n f o r m a t i o n i s based on v a r i o u s i n f o r m a t i o n 
sheets from the CAC, i n c l u d i n g "Index o f Craftsmen"* 
6 4 . . Beyond the evidence from the C r a f t s magazine^ 
p u b l i s h e d by the CAC, i n which a b i a s towards 
a p e r c e p t i o n o f and promotion of the craftsman as; 
a r t i s t (as i n d i v i d u a l c r e a t o r more important; t h a n 
h i s product?) i s e v i d e n t . 
6 5 o i . e . the o f f i c e r would see whether the 
craftsman/woman was ' p r o f e s s i o n a l 1 or 'amateur' 
i n the sense of h a v i n g , or not h a v i n g , the necessary 
f a c i l i t i e s , and a t t e m p t i n g , or not a t t e m p t i n g , t o 
make p a r t or a l l o f h i s / h e r l i v i n g from the work. 
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66. B r i t i s h C r a f t s Centre i n f o r m a t i o n sheet. 
6?«- see The Craftsman's A r t , The C r a f t s Advisory-
Committee, London, (1973)» P . 10 . 
68. quoted i n The Craftsman's A r t , o p . c i t , p . 1 0 . 
69. i b i d . 
70. i b i d * 
71 * U n i v e r s i t i e s are n o m i n a l l y independent• 
Crowther-Hunt'• s speeches on manpower p l a n n i n g , 
however, and the r e a c t i o n t o thes e , i n d i c a t e d how 
s e n s i t i v e many u n i v e r s i t i e s were t o the r e a l i t y o f 
c o n t r o l , or p o t e n t i a l c o n t r o l . Schools, a t the 
primary and secondary l e v e l , are c o n t r o l l e d by the 
l o c a l s t a t e - y e t the c e n t r a l s t a t e c o u l d impose 
co m p r e h e n s i v i s a t i o n even on u n w i l l i n g areas. 
D i r e c t Grant Schools are i n a.much more r e a l sense 
1independant', y e t s t a t e w i t h d r a w a l o f the p a r t i a l 
funds a l l o c a t e d t o them f o r c e some t o consider 
c l o s i n g , and o t h e r s t o go e n t i r e l y p r i v a t e (become 
• p u b l i c ' schools) or e n t i r e l y p u b l i c ; ( s t a t e ) • 
I n a l l these cases s t a t e c o n t r o l o f resources, or 
the c o n s t r u c t i o n o f a c t i v i t i e s i n r e l a t i o n t o 
s t a t e funds, i s c r u c i a l . 
72o Dan Johnston, i n the Museums J o u r n a l , V o l . 7 4 , 
No.3. December 1974.p.118. 
73.. i b i d . 
74. i b i d . 
75. i b i d . 
76. i b i d , p . 1 1 8 f f o 
77« More recen t f i g u r e s on c u r r e n t f i n a n c e appear 
at the end of t h i s c h a p t e r * 
78. see ' l e t t e r s ' i n t h e Design Council's. Design 
magazine f o r November 197^-« 
79• see also the comments by i n t e r v i e w e e f i v e on 
the. named des i g n e r , h i s designs, and the money he 
can make ( a p p e n d i x ) . 
80. see 'Power feud i n A r t s C o u n c i l ' , i n -che 
Guardian o f Monday, March 3 r d , 1975* A r t i c l e by 
Nicholas de Jongh, the A r t s Reporter. 
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81» A reading of newspaper reports and a r t i c l e s : 
on state patronage for the a r t s r e v e a l s general 
agreement on the d e s i r a b i l i t y of state patronage, 
but dispute over what should be patronised, and to 
what purpose, (see a r t i c l e s c i t e d i n bibliography 
of s e l e c t e d newspaper r e p o r t s ) • 
8 2 • A P o l i c y For the Arts: The F i r s t Steps; 
February 1965, HI1S0, London. Cmnd.2601. 
Paragraph 98; " A l l new s o c i a l s e r v i c e s have to f i g h t 
long and hard before they e s t a b l i s h themselves. 
Only yesterday i t was the f i g h t f o r a free health 
s e r v i c e . The day before i t was the struggle to 
win education f o r all«"! 
83 • I t i s noteworthy that many of the interviewees 
(see appendix) ,. while resenting the aims and organisa-
t i o n of the London Art Market (seeing i t as being 
concerned with making money through s e l l i n g a 
commodity that only happened to be a r t ) seemed to 
f e e l 'safer' with the a r t market than with s t a t e 
patronage; with the former you know the rules:;, 
with the l a t t e r you do not* A dealer w i l l back 
you i f he considers you a commercial proposition, 
or i f you pay s u f f i c i e n t rent f o r h i s g a l l e r y ; 
the s t a t e w i l l back you i f the personnel concerned 
consider you worth backing ( c r i t e r i a vague)* 
84. Sometimes state organisations can attempt to 
avoid making choices. I had a short conversation 
i n June 1976 with a man who works f o r a l o c a l 
government Arts Centre i n -Essex. There the pi c t u r e 
g a l l e r y i s a v a i l a b l e on a ' f i r s t come, f i r s t 
served 1 b a s i s : i . e . anyone can show work and choices 
are not made by the Arts Centreo 
I do not know how s u c c e s s f u l l y t h i s p a r t i c u l a r 
centre works, but I would suspect that i n such 
s i t u a t i o n s some f u l l - t i m e painters might avoid the 
g a l l e r y on the grounds that i t i s dominated by 
amateurish or un-professional people, work and 
dis p l a y . This i s not to c r i t i c i s e the attempt of 
the g a l l e r y personnel to le s s e n t h e i r own control; 
simply to in d i c a t e once again the way i n which not 
making choices can r e s u l t i n a form of choice, 
because the g a l l e r y e x i s t s i n a s o c i a l s i t u a t i o n 
that i s already structured and defined i n various 
ways. 
85« Dan Johnston, i n the Museums Journal of 
December 1974. No.74. p.121. 
86. I n t h i s section I s h a l l be giving t i t l e and 
date of a r t i c l e s i n the t e x t , since the date of 
writ i n g i s often important, given that the discussions 
developed i n the press during a period of r i s i n g 
i n f l a t i o n , and threats of government cuts i n 
various f i e l d s 0 
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notea to chapter six: 
8 ? F o r reviews of the same press conference, see 
a l s o ; Kenneth Gosling i n Times November 24th, 
1974, a r t i c l e t i t l e d " I n f l a t i o n threatens to destroy 
A r t s Council achievement',, see a l s o : Sunday Times., 
December 1st 1974, 'lead a r t i c l e ' . 
880. Germany, f o r example, has a f a r more de c e n t r a l i s e d 
a r t s system i n opera and g a l l e r i e s . Gelsenkirchen, 
f o r instance, as an i n d u s t r i a l town next to Essen, : and a h a l f hour t r a v e l from Diisseldorf (with its, ; 
a r t c o l l e c t i o n s and theatre) has a magnificent opera, 
house with ( i n Christmas 1970) f i v e resident conductors. 
89. see pages 216—224 of t h i s t h e s i s . 
90. Most people's knowledge of recent diplomatic; 
exchanges with the People's Republic of China 
probably go no further, f o r instance, than jade 
t r e a s u r e s , t r a v e l l i n g a r t e x h i b i t i o n s , and pandai 
"bears. 
9*1 • see e a r l y part of chapter f i v e . 
92. On Regional Arts A s s o c i a t i o n s , see: 
Regional Ar t s Associations;, C.A.C information sheet 
with names, adresses and dates of foundation*. Jan«>1975° 
Support f o r the Arts i n England and Wales^by Lord 
R e d c l i f f e - I I a u d , published by t h e Calouste Gulbenkian 
Foundation, London, (1976)* P«88 & 180.ff. 
a l s o the following papers del i v e r e d to the meeting 
of the 'Regional Studies Association', held at 
Sussex U n i v e r s i t y i n June 1974 
"The Arts Council's Regional P o l i c y " by P a t r i c k 
Gibson, Chairman of Arts Council. 
"Speech made by the Minister f o r the Arts to the 
Regional Studies Association at Sussex University' 4, 
by Hugh Jenkins. 
"Regional Ar t s Associations: Where to Row?* by 
Karen Kingo 
"The Role of Regional Arts Associations" by Lord 
Feversham, Chairman of Standing Conference of 
Regional Arts A s s o c i a t i o n s 0 "The New L o c a l Authorities and the A r t s " by C.j.Davies, 
County Treasurer, Tyne and Wear. 
"The purpose of regional a r t s programmes:: sust a i n i n g 
r e g i o n a l i n i t i a t i v e and character or sharing out 
n a t i o n a l a c t i v i t y . " (no author s t a t e d ) . 
"The Arts and Regional Development", by J.Goldberg, 
Chairman of North West Arts A s s o c i a t i o n , and member 
of North West Econonic Planning Council. 
"Summing up" by Prof .Roy Shaw, (then) Chairman of 
A r t s Council Regional Committee. 
see a l s o ; Fund R a i s i n g from the P r i v a t e Sector -
The Experience of the Regional Arts Associations 
A r t s Council o f Great B r i t a i n Research B u l l e t i n 
No.5. (Dec0.1974) by R0Hutchison<> 
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95» Note that £1-£m. i s only the same sum as that, 
estimated i n 1974- as necessary as a state grant foir 
the proposed, and then p a r t i a l l y b u i l t , National 
Theatre. 
94* Hugh Jenkins, Minister f o r the Arts:, i n speech 
to the '^Regional Studies Association' meeting, 
28th June 1974, Sussex U n i v e r s i t y * 
95« I b i d . p.2. of speech as a v a i l a b l e from the 
Regional Studies Association, 28-32, Shelton Street., 
London WC2H 9HP. 
96o i b i d , 
97o ibid.p.3. 
98o i b i d . 
99. i b i d . 
10Q. Gibson.P.. The Arts Council's Regional Policy„ 
paper to Regional Studies A s s o c i a t i o n meeting, 
U n i v e r s i t y of Sussex, 27th June, 1974. 
101. i b i d . 
102. i b i d . 
103. ibid.. 
104* i b i d . 
105. i h i d . 
106. This dependence becoming ever more e x p l i c i t 
i n J u l y 1976 as c e n t r a l government pressures l o c a l 
government to c u r t a i l or cut expenditure, and the 
r a t e s support grant becomes a c l e a r means by which 
to exert pressure. 
107» as note 100, p.3 of speech. With reference to 
the dominance of l o c a l c o u n c i l representitives:, the 
following i s a breakdown of the Executive Committeej 
of the East Midlands A r t s _ A s s o c i a t i o n , as presented 
i n the 1974-5 report. 
Chairman, C l l r . R . D i l l e i g h , Northamptonshire 
County Council. Vice-Chairman, C l l r . M.Gallagher, 
Nottinghamshire County Council. Hon.Sec. « A.N» 
F a i r b a i r n , L e i c e s t e r s h i r e County Council. Hon. 
Treasurer, ' G.E.Daniel, Nottinghamshire County 
Council* H o n 0 S o l i c i t o r , J.E. EHirsey, Northampton-s h i r e County Council. Of the 47 other members of 
the Executive Committee, 25 were c o u n c i l l o r s , f i v e 
were r e p r e s e n t i t i v e s of higher educational i n s t i t u t i o n s , 
one was C.B.I., one T.U.C-, one was Arts Council„ 
one was Dept. Education and Science, f i v e were from 
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a r t s s o c i e t i e s and organisations, and seven wers 
i n d i v i d u a l members* One f u r t h e r c o u n c i l l o r was an 
observer. Well over h a l f the members, the r e f o r e $ i 
were Council r e p r e s e n t i t i v e s . 
I t i s c l e a r from the c o n s t i t u t i o n of the 
Association that i t i s the executive committee 
which holds the power i n the A s s o c i a t i o n * At annual 
meetings the membership of the A s s o c i a t i o n (open 
fo organisations and i n d i v i d u a l s ) can i n p r a c t i c e 
simply approve what has happened - perhaps question 
long term policyo I t i s to be noted, however, that 
any f i f t e e n members of the A s s o c i a t i o n can c a l l 
other meetings of the Association •= thus there i s 
the p o s s i b i l i t y of a wider involvement on the part 
of those organisations and members who, i n a c t u a l 
f a c t , contribute l i t t l e f i n a n c i a l l y to the A s s o c i a t i o n . 
108o. see paper by C.j.Davies to the ''Regional 
Studies Association' conference ( o p . c i t . ) . 'The 
New L o c a l Authorities and the A r t s ' .. Davies i s 
County Treasurer, Tyne and Wear. see a l s o : 
Support f o r the Arts i n England and Wales by 
Lord -tiedclif f e-Maud, Calouste ^ulbenkian^Foundation, 
London, (1976), espopp.102—-105. see a l s o ; 
Municipal ntertainment and the Arts i n Greater 
London. S.K.Ruck, George A l l e n & Unwin Ltd., 
London, (1965). 
109. see references i n n.108, and a l s o : Goldberg.JV 
'The A r t s and Regional Development': a paper del i v e r e d 
to the Regional Studies Association Conference (op^. 
c i t . ) . Goldberg was Chairman of North West Arts 
Association, and a member of the North West Economic 
Planning Council* 
110;. f i g u r e s given i n House of Commons by Mr. 
Hugh Jenkins on 16th February 1976* 
111» This figure i s a r r i v e d at as follows:-
The Museums .bulletin, vol.15.No.12, March 1976,, 
reported Mr. Hugh Jenkins as giving the following 
information i n the House of Commons on 16th Feb.1976. 
Central Government Grants. (covering expenditure on 
National C o l l e c t i o n s i n G r t . B r i t a i n , and on Arts. 
Council, and other a r t s as s p e c i f i e d i n the appropri-
ation Accounts, but excluding expenditure on l i b r a r i e s 
and on maintenance of h i s t o r i c buildings and ancient, 
monuments i n Government ownership, and excluding 
grants towards p r i v a t e l y owned houses ) . 
contd.o.. o 
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1970—1 1971—2 1972—3 1973—4 1974—5 
£25o5m £31* 5m £37* 7m £42.5m £52.9m 
Lo c a l Authority spending i s the second major source 
of finance f or a r t s . There are no f i g u r e s i n the 
1970—1975 period as a whole, but a s p e c i a l survey 
i n England i n 1972—3 showed that expenditure w s 
between £14.7 and £15.5 m i l l i o n s . 
Mr. Jenkins gave information, on l o c a l authority 
spending on l o c a l museums and g a l l e r i e s as follows: 
1970—1 1971—2 1972—3 1973—4 1974—5 
£6.8m £9.0m £10.2m £13.7m £20.9m 
Therefore, i f we take the 1972—3 figure f o r spending 
on museums and g a l l e r i e s , and subtract i t from 
the Arts Council 1972—3 figure f or l o c a l authority 
spending on a r t s as a whole i n England, we f i n d that 
the spending i s at l e a s t f i v e m i l l i o n more beyond 
the museum/gallery f i g u r e - probably much more given 
N.Ireland, Vales and Scotland. 
Now, l o c a l authority spending on museums and g a l l e r i e s 
doubles between 1972—3 and 1974—5* I f the t o t a l 
l o c a l authority a r t s budget doubles, then the 
extra f i v e m i l l i o n we c a l c u l a t e f or 1972—3 becomes,; 
i n 1974—5» ten m i l l i o n 0 Therefore: 
National a r t s budget ('74/5) ° 52.9 
Lo c a l Authority gallery/museum 
spending ('74/5) = 20.9 
Our calc u l a t e d extra f o r t o t a l 
L.A.. budget i s at l e a s t 10.0 
83*8 
On Saturday A p r i l 3* the Guardian reported on page 
one an increase i n Arts Council budget to £36m, 
plus about £1015m for bu i l d i n g s . The increase was about ten m i l l i o n * 
Our f i g u r e of 83.8 does not allow f o r i n f l a t i o n or 
incre a s e s i n 17 1975-6 except i n that we can add 
t h i s extra ten m i l l i o n to i t , making 93°8«, 
This figure excludes, of course, a l l 
spending on a r t education, which, u n t i l i t s absorption 
into the Polytechnic s e c t o r , could have been separately 
assessed. A f i n a l f i g u r e , therefore, of at; 
l e a s t a hundred m i l l i o n s i s very conservative© 
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112.. see Museums B u l l e t i n , and Museums Journal, 
published by 'The Museums Association'. see a l s o : 
P r e s i d e n t i a l Address to the Museums Asso c i a t i o n 
by Frank Atkinson, d e l i v e r e d at the annual conference 
i n Durham, 1975. 
113. Duvignaud.J* The Sociology of Art. Paladin, 
Granada Publishing Ltd, (1972). 
P A R T F O U R 
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Chapter Seven 
The Art Market, and the S o c i a l Construction 
of Art 
Aims of t h i s Chapter 
I n Part Three of t h i s t h e s i s (chapters; 
f i v e and s i x ) , I outlined and analysed the develop-
ment of s t a t e i n t ervention i n the a r t 3 , and indicated 
the ways i n which s t a t e intervention has had the 
consequence of maintaining, expanding and reproducing, 
a s e t of concepts, values and s o c i a l r e l a t i o n s 
which, themselves, are part of the o v e r - a l l d i v i s i o n 
of labour i n 19th and 20th century B r i t i s h c a p i t a l i s t 
s o c i e t y . I n t h i s chapter I intend to develop 
the understanding of how the values, concepts and 
s o c i a l r e l a t i o n s of a r t are maintained and reproduced 
through examining, ( a ) , the assumptions about a r t 
i m p l i c i t i n the existence of the present day a r t 
market, and, ( b ) , the ways i n which the a r t market 
and the s t a t e , together, can a f f e c t changes i n the 
content of a r t (by adding to the range of productions 
defined a s a r t ) . 
I must s t r e s s t h a t , i n examining the a r t 
market, I am not attempting to describe i t , or 
explain how i t works. Rather I am simply t r y i n g 
to i n d i c a t e the way i n which the a r t market as i t 
at present e x i s t s i s , of n e c e s s i t y , bound up with 
aa hierarchy of values within a r t , and r e l a t i n g a r t 
to other form3 of production. I n other words 
3Q9 
I am seeking to indicate the i d e o l o g i c a l pre-conditions 
f o r the a r t market. 
I n the l a t t e r part of t h i s chapter, where 
I s h a l l "be considering the ways i n which the a r t 
market and s t a t e agencies can, together, e f f e c t 
changes i n the content of a r t , through a process 
whereby a form of production h i t h e r t o considered only 
as i t s e l f becomes defined or constructed as a r t , 
I s h a l l be taking, as an empirical case, what has 
happened to photography i n the l a s t ten to f i f t e e n 
years.. 
'"Without covetousness you are not going to have an 
appreciation of a r t " 
Mr Peter Wilson, Chairman of Sotheby's, 
has stated that 
Without covetousness you are not going to have; 
an appreciation of arto And I think that i f 
covetousness by some magic was destroyed art; 
would come to an end. I t ' s very ra r e to be 
able to appreciate a r t without wanting to own 
i t . (1) 
Let us t r e a t t h i s statement as a hypothesis, and 
set i t next to a story recounted by Michael 
Kustow i n the Guardian of 30th December, 1974-. 
Kustou's story concerned an I t a l i a n 
a r t i s t named Piero Manzonij 
Like many a r t i s t s today he was appalled at the 
way a r t works are turned into commodities, at 
one and the same time sentimentally over s a n c t i f i e d 
and c y n i c a l l y over-priced. 
Perhaps wishing, therefore, to go one bette r than 
o 
Marcel Duchamp (with h i s u r i n a l ) i f the a r t market 
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was not to t r e a t h i s (Manzoni's) of f e r i n g with the 
glad applause which, i n the end, surrounded Duchamp'a. 
u r i n a l , Manzoni proceeded to go out and have a 
good and large meale 
He waited t i l l h i s bowels were bursting, 
excreted, c o l l e c t e d the r e s u l t , had i t canned 
into small t i n s , gave i t a t i t l e "Merda\ 
d ' A r t i s t a " signed each can . . . • • and put 
the work on show* (3) 
Shortly before the w r i t i n g of t h i s a r t i c l e , Michael 
Kustow was at a Sotheby's auction, with Mr. Peter 
Wilson presiding as auctioneer, when one of the 
Manzoni t i n s came up for sale:. 
The bidding began at £50. And as the heads 
nodded and the f i n g e r s cocked i n the robot 
ceremony of the saleroom, I had the d i s t i n c t 
impression that the room was f u l l of mechanical 
puppets and an unmistakable smell struck my 
n o s t r i l s , and i t didn't emanate from that t i n 
held between white-gloved fingers.. I t was 
the stagnant odour of the s t a t e of the a r t s i n 
foreseeable times to come©. (4) 
Kustov/ concludes by noting that: 
That t i n of s h i t has been sold f o r £400. I f . 
you don't believe me, ask Sotheby's. (5) 
Returning to the statement by Peter Wilson, 
therefore, I think we could possibly agree with 
him that there i s an element of "covetousness" 
involved i n the purchase of Manzoni's 'Merda d ' A r t i s t a ' . 
But somehow Wilson's t h e s i s i s not altogether 
satisfactory.. 
Geraldine Keen has suggested i n her bookj, 
'The Sale of V/orks of Art' that the a r t market r e f l e c t s 
the r e l a t i o n s h i p between a r t and s o c i e t y . She 
argues that the a r t market i s : 
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i n a way a bridge between the intangible 
values of the human s p i r i t and the human 
i n t e l l e c t and the material considerations 
that dominate everyday l i f e , a l i n k between -im-
measurable human a s p i r a t i o n s and down to earth 
economics* 
The a r t market, therefore, i s the place where the 
"intangible" and the "immeasurable" are measured and; 
touched* The market i n a r t e x i s t s , she argues, 
because: 
of the very n a t u r a l pleasure that most people 
take i n possessing b e a u t i f u l things » « o o From 
the moment that two people want to possess the 
same p i c t u r e , a market for that p i c t u r e 
exists© (6) 
•Pleasure i n possession 1 , i s , therefore, an important 
fact o r with Keen, as also i n Wilson's statement» 
She al s o s t r e s s e s , however, that the 'market' 
e x i s t s i n p a r t i c u l a r because there are more than 
two people gathered together i n pursuit of the same-
thing e 
The coming together of se v e r a l people 
a l l desirous of possessing a t i n of Manzoni's 
shit; may, perhaps, explain why that sample of h i s 
e x c r e t i a sold at £400, while most of h i s e x c r e t i a 
i s , presumably, disposed of by the I t a l i a n sewago 
a u t h o r i t i e s at a small cost to himselfo 
I do not wish to question, however, the 
simple economics involved i n saying that when two 
or more people with money to spare come together 
i n p u r s u i t of one object, they may outbid each other 
and thus r a i s e the pr i c e of that object» Rather 
I wish to examine why the "natural pleasure o . • i n 
possessing" mentioned by Keen, or the covetousness 
r e f e r r e d to by Wilson, are directed towards a very 
l i m i t e d portion of the products of the world, and, 
moreover, are d i r e c t e d towards such a l i m i t e d 
s e c t i o n of those productions created by a r t i s t s , or. 
defined as arto 
I n the case of Manzoni's t i n of excrement, 
the thing that made i t worth four hundred pounds was 
presumably that i t was a r t , and furthermore, i t waa 
a r t because i t was produced by a recognised a r t i s t L 
who exhibited the t i n s i n the way that a r t i s exhibited. 
it f u r t h e r example of an a r t s a l e , however, 
w i l l allow us to extend our argument.. 
I n December 1960 a; painting catalogued as. 
'French School', abstract subject, and e n t i t l e d 
'Woman and Child* was sold f o r £375 at a London 
auction. A few months l a t e r the picture appeared 
at an e x h i b i t i o n c a l l e d 'Masters of Surrealism* i n 
a London g a l l e r y . I n the catalogue i t was described 
as 'Mother and Child' by Joan Miro, the Spanish 
S u r r e a l i s t . This time i t sold f o r £1,500o A>t 
C h r i s t i e ' s s i x years l a t e r t h i s p icture x^as sold 
at an auction of Impressionist and Modern work to 
the Findlay G a l l e r y of New York for. £4,725. Upon 
the g a l l e r y sending a photograph of the painting to. 
Miro himself, he disowned i t saying, ' t h i s painting 
i s not by me'. The valus of the painting became,, 
therefore, only a f r a c t i o n of the £A,725 paido 
Now., i f the a r t market i s about f i n a n c i a l 
values for a e s t h e t i c objects - about buying things: 
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that are e s s e n t i a l l y of the s p i r i t , what has happened 
to t h i s painting of 'Woman and Chi l d ' that took i t s 
value from £375 to £1,500 to £4,725, and then crashing 
down again? The painting, and therefore, presumably, 
the a e s t h e t i c experience of looking at i t (or the 
pleasure of owning i t ) has remained the same through-
7 
out o ' 
Two further i n c i d e n t s . I n 1955 the National 
G a l l e r y ' s 'Virgin with C h i l d and Angels' by Francesco 
F r a n c i a was removed from the w a l l s , a f t e r having 
been proved to be not the o r i g i n a l , which had been 
Q 
sold at C h r i s t i e ' s a year earlier,, 
The louvre i n P a r i s bought the T i a r a of 
Saitaphernes and put i t i n a prominent place of 
display* This crown of about 200B.C. was v i s i t e d 
by some 30,000 people a day, u n t i l i t was discovered 
q 
to have been made i n 1896o 
Now, again, i n these cases, the objects 
have not changed. I f they were b e a u t i f u l , they 
remain beautifulo I f they excited and stimulated 
a e s t h e t i c sensea, t h e i r a b i l i t y to stimulate the 
senses w i l l (presumably) not have diminished. 
The O r i g i n a l V/ork of Art 
The monetary value (and i n t e r e s t value) 
of the F r a n c i a painting, the Miro painting, and the; 
Greek Crown, f e l l upon i t being discovered that 
these v;orks of a r t were not the o r i g i n a l works of 
a r t by the known a r t i s t s of acknowledged reputation. 
394-
John Berger has writ t e n f u l l y on the r e l a t i o n 
between o r i g i n a l i t y of works of a r t , the given 
t r a d i t i o n of a r t as constructed over time, and the 
authentication of works of a r t and the construction 
of h i s t o r y by a r t h i s t o r i a n s e I t would therefore 
be a redundant exercise i f I were to repeat h i s 
10 
arguments. The r e s u l t of the argument could 
be summed up i n saying that the question, 'What i s 
a r t ? 1 , can, at one l e v e l , be answered i n saying that 
i t i s to do with the r e l a t i o n between authentication 
of the o r i g i n a l i t y of works of a r t , fashion, the 
c r i t i c , and the a r t h i s t o r i a n . 
I do not wish to explore, therefore, how 
i t i s that the o r i g i n a l work of a r t has come to be 
s a n c t i f i e d (and highly priced) i n a sense separate, 
from the reproducible image (wherein l i e s , presumably, 
the a e s t h e t i c p l e a s u r e ) . I do wish, however, 
to explore further some of the impl i c a t i o n s of t h i s 
s a n c t i f i c a t i o n of some o r i g i n a l s , and I a l s o wish 
to examine why i t i s only some o r i g i n a l s that become, 
valued at a l e v e l that bears no r e l a t i o n to labour, 
time, or material c o s t s 0 
The Ax't Market and S c a r c i t y 
The.- upper end of the a r t business i s a 
very l u c r a t i v e f i e l d . The existence of the a r t 
market, and, i n p a r t i c u l a r , t h i s l u c r a t i v e , upper 
sector, depends, however, on a s c a r c i t y of a r t 
deemed worth owning. This i s a s o c i a l l y constructed 
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s c a r c i t y , and i t s existence has i m p l i c a t i o n s going 
w e l l "beyond the groups who engage i n s e l l i n g , 
purchasing and e x h i b i t i n g the great a r t i s t s of the 
past, and the famous a r t i s t s of the present* 
One estimate puts the number of a r t i s t s , 
working i n New York at 50,000: i n P a r i s at 15,000„ 
11 
and i n London at 10,000, An estimate i n 1960, 
based on a survey, claimed that there were 40,000 
painters i n England of whom only 30 or so l i v e d 
12 
by t h e i r a r t . Maurice Bradshaw, sec r e t a r y of the 
Federation of B r i t i s h A r t i s t s estimated, moreover, 
that i n 1968 there were over 100,000 t r a i n e d a r t i s t s ; 
i n Great B r i t a i n , and 46,000 a r t students i n a r t 
schools: only f i f t y were employed f u l l - t i m e i n 
13 
painting and sculpture. y Eobert Wraight, a r t 
14 
c r i t i c , j o u r n a l i s t , and author of 'The Art Game' 
stated that no more than one percent of contemporary 
a r t would survive* B a r r i e Sturt-Penrose asked 
Wraight about t h i s statement, and Wraight commented 
on what he had s a i d , saying: 
That's just a figure r e l a t i n g to the absurd 
production of painting and pseudo a r t ; every-
body's on the bandwaggon to p a i n t 0 Of course, very l i t t l e of i t w i l l s u r v i v e . There are 
50,000 painters working i n New York alone 
how much of t h e i r work w i l l l i v e ? U r ) 
My argument i n t h i s chapter i s that t h i s 
contemptuous dismis.-al of 99 percent of a r t i s t s ^ 
now working i s not only necessary to the existence 
of the a r t market, but i s i m p l i c i t i n it© Were 
the 99 percent not dismissed, there would be no 
s c a r c i t y . 
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L a t c h i n g onto Mr V/raight's d i s m i s s i v e 
remarks about the m a j o r i t y of p a i n t e r s , P e t e r W i lson 
o f Sotheby's added t h a t : 
The s u r v i v o r s s are the b e s t of every s c h o o l , 
the b e s t of every s c h o o l of p a i n t i n g . This; 
remains more or l e s s c o n s t a n t throughout 
the ages, but as the p a i n t i n g s get s c a r c e r and-
s c a r c e r , because they go i n t o museums and p r i v a t e 
c o l l e c t i o n s , on p u r e l y economic grounds they 
must go up i n v a l u e as long as t h e r e a r e people; 
who a p p r e c i a t e painting*. ( 1 6 ) 
T h i s i s a neat and o p t i m i s t i c way of s u g g e s t i n g t h a t 
the a r t market i s , somehow, o n l y an i n e v i t a b l e 
consequence of a r t a p p r e c i a t i o n . I t would be 
a r e a s o n a b l e statement i f i t were t r u e t h a t t h a t 
which s e l l s f o r h i g h p r i c e s through the a r t market; 
was; ( a ) the b e s t work of a l l g e n e r a t i o n s , and ( b ) 
t h a t much b e t t e r than the work produced by the d i s m i s s e d 
9 9 p e r c e n t by a f a c t o r r e l a t i n g t o t h e d i f f e r e n c e s 
i n prices:, and ( c ) was not amenable to h i g h q u a l i t y 
reproduction© 
I would not suggest t h a t a l l works of a r U 
are e q u a l l y good or e q u a l l y bad. Vide d i s p a r i t i e s : ; 
i n q u a l i t y a r e e a s i l y o b s e r v a b l e . I would suggest, 
however, t h a t t h e r e i s i n n u m e r i c a l terms more good 
work a v a i l a b l e by l i t t l e known a r t i s t s f o r r e l a t i v e l y 
s m a l l amounts of money o u t s i d e the London a r t market, 
than t h e r e i s good work by w e l l known a r t i s t s 
f o r h i g h p r i c e s a v a i l a b l e through the a r t market* 
T h i s i s , of c o u r s e , a p u r e l y s u b j e c t i v e statement, 
as i s t h a t by P e t e r W i l s o n , above. 
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The Technology of Reproduction 
I t may "be p u r e l y s u b j e c t i v e on my p a r t to 
say t h a t I l i k e d v e r y much the work of i n t e r v i e w e e 
nine:- ( s e e a p p e n d i x ) , and t h a t , had I had the money, 
I would never pay a t l e a s t t e n t i m e s more t h a n t h e 
p r i c e o f one of i n t e r v i e w e e n i n e ' s works f o r a t i n 
o f excrement "by Manzoni* The a r t market may "be 
r i g h t i n having thus f a r not t a k e n much n o t i c e of 
i n t e r v i e w e e n i n e , w h i l e t a k i n g g r e a t e r n o t i c e of 
Manzoni, and c o n s i d e r a b l e n o t i c e of Monet o r 
Renoir© 
I t i s not a s u b j e c t i v e statement, however, 
to s a y t h a t the technology i s now a v a i l a b l e t o 
reproduce p a i n t i n g s extremely w e l l . And I am 
t a l k i n g here not simply o f an even matt or g l a s s 
r e p r o d u c t i o n of o i l p a i n t i n g s w i t h a 'canvas' 
t e x t u r i s a t i o n , but of h i g h q u a l i t y r e p r o d u c t i o n s 
of colour 1, t e x t u r e and f i n i s h * The c o s t o f 
r e p r o d u c i n g a p a i n t i n g t h a t s e l l s f o r f i f t y pounds: 
may be s i x t y or a hundred pounds. - p r i c e depending 
presumably on the number of r e p r o d u c t i o n s * At, 
t h a t l e v e l the technology would not be worthwhile© 
But, i f a P i c a s s o i s r e a l l y worth £ 2 5 0,000, i t would, 
presumably be t h a t much more wonderful i f we c o u l d 
each have our own copy a t only f i f t y or a hundred 
pounds? 
I t i s t h i s p o s s i b i l i t y which f o r c e s one 
to examine more c l o s e l y the easy c o r r e l l a t i o n between 
a r t a p p r e c i a t i o n , s c a r c i t y , and the a r t market, o f f e r e d 
by W i l s o n or Keen©, 
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The two A r t Markets 
I . quoted G e r a l d i n e Keen, e a r l i e r , a s s a y i n g 
t h a t the market i n a r t e x i s t s because 
of the v e r y n a t u r a l p l e a s u r e t h a t most people 
take i n p o s s e s s i n g b e a u t i f u l t h i n g s , , , - Prom 
the moment t h a t two people want to p o s s e s s the 1 
same p i c t u r e , a market f o r t h a t p i c t u r e e x i s t s : * ( 1 7 ) 
What she i s doing here i s c o n f u s i n g two separate-
i n s t i t u t i o n s ; f i r s t , the a r t market as i t e x i s t s 
i n the form of a l i m i t e d range of top d e a l e r s ^ 
and, second, the s a l e and purchase of p a i n t i n g s and 
s c u l p t u r e o u t s i d e t h a t network* These two 
markets a r e not only d i f f e r e n t i n s c a l e , but d i f f e r e n t 
i n kindo The f i r s t i s the market where, top names 
are s o l d through i n t e r n a t i o n a l networks to major 
i n s t i t u t i o n s and c o l l e c t o r s ; t h i s i s the a r t market 
as r e p o r t e d i n the Times<> The second i s the forum 
through which l e s s known a r t i s t s s e l l t h e i r work 
f o r f a r s m a l l e r amounts of money, and, c r u c i a l l y t 
i n t h i s second market, one i s a b l e only to s e l l 
work to people who ' l i k e ' the work© 
I - do not w i s h t o imply t h a t the two markets 
ar e not r e l a t e d , or t h a t the f i r s t does not feed, 
o f f t h e second, or t h a t many people who buy i n the. 
f i r s t , do not do so a l s o because they l i k e what 
they buy* But the d i f f e r e n c e i s important, and i t 
i s t h e f i r s t t h a t i s u s u a l l y thought of as the a r t 
marketo I t i s i n t e r e s t i n g t h a t most of the 
i n t e r v i e w e e s f o r t h i s study seemed to make the same 
d i s t i n c t i o n * . Thus, when I asked them about t h e i r 
f i n a n c i a l or c o n t r a c t u a l r e l a t i o n s h i p to b u y e r s 9 
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customers, g a l l e r i e s , and so f o r t h , t h e y r e p l i e d , 
i n v e r y d i f f e r e n t terms to those used when answering 
a l a t e r q u e s t i o n on what they thought o f the a r t 
market: t h a t i s , the way they s o l d , and the i n s t i t -
u t i o n s through which they s o l d t h e i r work, were not 
c o n c e p t u a l i s e d by them as being the a r t market* 
The second a r t market ( t h e 'o r d i n a r y * 
a r t market we could c a l l i t ) i s the mass o f a r t i s t s ; 
e x h i b i t i n g and attempting to s e l l t h e i r work. I n 
a few c a s e s t h i s i s i n order t o attempt to make a 
l i v i n g , and, i n many c a s e s , where the a r t i s t s are^ 
a l s o t e a c h e r s , t h i s i s i n orde r t o attempt t o , a t 
l e a s t i n p a r t , m a i n t a i n themselves as p r o f e s s i o n a l 
a r t i s t s as w e l l as as t e a c h e r s * 
I t i s the f i r s t a r t market (The London 
i i r t Market's top d e a l e r s ) t h a t i s the market 
t h a t a f f e c t s the d e f i n i t i o n of and s o c i a l c o n s t r u c t i o n 
of a r t e I t i s t h i s f i r s t : market, moreover, t h a t 
we n o r m a l l y t h i n k of when d i s c u s s i n g a r t as: investments 
A r t a s Investment 
The i d e a t h a t a r t c o l l e c t i n g i s l a r g e l y 
the c o l l e c t i n g of b e a u t i f u l t h i n g s by r i c h people 
w i t h the investment v a l u e being o n l y a minor a s p e c t 
has become i n c r e a s i n g l y untenable over the l a s t 
few yearso Not t h a t t h e r e are not r i c h people 
who do w i s h to c o l l e c t o r i g i n a l and w e l l known 
works of a r t f o r the sake simply of owning them,, 
but the e x t e n t to which a r t c a n and i s being used 
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as a hedge a g a i n s t i n f l a t i o n i s "becoming i n c r e a s i n g l y 
apparent• Thus: 
I n h i s 'World Currency Report,' Dr F r a n z P i c k 
c l a i m s t h a t i n 1 9 6 5 F r e n c h p o r c e l a i n a p p r e c i a t e d -
on average "by 1 5 per c e n t ; Chippendale f u r n i t u r e 
"by 5 0 per c e n t ; s i l v e r by 40 per c e n t ; ancL 
o l d masters by 5 0 per c e n t . Snuff-boxes 
were down by 5 0 per cento 
R i c h a r d Ho Rush, an American investment banker., 
i n h i s 'Art as an Investment' ( P r e n t i c e = H a l l , 
1 9 6 1 ) c l a i m s t h a t the works of Van Gogh, 
Gaugin and Cezanne a p p r e c i a t e d by 4 , 8 5 5 per 
c e n t between 1 9 5 0 and 1 9 6 0 o ( 1 9 ) 
I t i s c l e a r , however, t h a t , to use the 
a r t t r a d e as. investment does r e q u i r e a s p r e a d i n g 
of the r i s k s ; t h a t i s , f o r example, anyone whosei 
g r e a t g r a n d f a t h e r had i n v e s t e d i n the most famous 
works of the l a t e n i n e t e e n t h c e n t u r y i n B r i t a i n 
( s u c h as work by L o r d L e i g h t o n ) might w e l l f i n d that,, 
d e s p i t e the s t e a d y d e v a l u a t i o n of the c u r r e n c y , 
the sums r e a l i s e d on the s a l e of the works now would 
be a s l i t t l e a s a t e n t h of t h a t o r i g i n a l l y p a i d , 
comparing the sums i n f i g u r e s , and not i n r e a l terma*-
Furthermore, w h i l e many of the e a r l y t w e n t i e t h 
c e n t u r y modern masters are dead, and t h e i r output 
i s t h e r e f o r e known, and the p r i c e s l i k e l y , t h e r e f o r e , 
t o be s t a b l e o r to r i s e , i t would not be s a f e to 
i n v e s t i n modern l i v i n g m a s t e r s , such as Henry 
Moore, whose output i s p r o d i g i o u s , and whose works 
c o u l d , a t some p o i n t , f l o o d the market* I n o r d e r 
to 'play i t s a f e ' investment must be s p r e a d * 
An important f a c t o r , a s I have mentioned, 
i n the v a l u e of much a r t ( t h e a r t of the dead) i s 
the s c h o l a r l y a t t e n t i o n p a i d to them* The greater.' 
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the s c h o l a r l y r e s e a r c h , and the more t h a t i s known 
about the a r t i s t and the biography of each of h i s 
works, the more v a l u a b l e h i s work may become* 
G e r a l d i n e Keen i l l u s t r a t e s t h i s p o i n t i n the c a s e 
of Rembrandt: 
ho d e f i n i t i v e c a t a l o g u e of Rembrandt's drawings, 
e x i s t e d u n t i l the 1 9 5 0 ' s when Otto Benesch 
p u b l i s h e d the r e s u l t s of h i s long y e a r s of 
r e s e a r c h ^ Around 1 9 5 0 t h r e e drawings c a t a l o g u e d 
as 'School of Rembrandt' were s o l d a t C h r i s t i e ' s 
f o r about £ 1 0 0 . a n o t h e r , , a t t r i b u t e d by 
Sotheby's to one of Rembrandt's co n t e m p o r a r i e s , 
f e t c h e d only £ 9 . • . By the time Benesch's 
c a t a l o g u e was p u b l i s h e d , i t s i n c l u s i o n of t h e s e 
drawings had r a i s e d t h e i r v a l u e to something 
l i k e £ 1 0 , 0 0 0 — £ 1 5 , 0 0 0 . . . each. ( 2 0 ) 
One wonders what i n c r e a s e s of from t e n to one thousand 
f o l d had to do w i t h i n c r e a s e i n the a e s t h e t i c 
q u a l i t i e s of t h e s e drawings. 
Moreover, d e s p i t e the d e n i a l s by people 
i n t he a r t b u s i n e s s t h a t f i n e a r t i s sometimes: o r 
o f t e n p r i m a r i l y an i n v e s t m e n t , r e p o r t s such a s the 
f o l l o w i n g i n the Times ( 2 2 nd of March, 1 9 7 5 ) 
i n d i c a t e o t herwise on a major s c a l e ; 
L o r d Glendevon, chairman of t h e H i s t o r i c 
B u i l d i n g s C o u n c i l f o r England and a former 
C o n s e r v a t i v e M i n i s t e r of works, S i r G e o f f r e y 
Agnew, chairman of the London S o c i e t y of A r t 
D e a l e r s , and Mr. I v a n Chance, chairman of 
C h r i s t i e ' s I n t e r n a t i o n a l , have l e n t t h e i r 
names to the l a t e s t a r t o p e r a t i o n , the Middle 
E a s t F i n e A r t Investment Company. 
The aim of the company was to i n v e s t about t e n and 
a h a l f m i l l i o n pounds: of Middle E a s t money i n 
works of a r t . 
The company i s i n c o r p o r a t e d i n the Cayman 
I s l a n d s and ' w i l l not be s u b j e c t to any Cayman 
I s l a n d s income t a x , w i t h o l d i n g t a x , c a p i t a l 
- g a i n s t a x , e s t a t e duty or o t h e r forms of 
taxation'» 
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Furthermore, except when on l o a n to museums or 
g a l l e r i e s , the works of a r t were to he kept i n the 
company v a u l t s i n the f r e e p o r t of Geneva, and: 
The company ' w i l l not be l i a b l e to S w i s s 
f e d e r a l or c a n t o n a l t a x e s ' * 
The scheme i t s e l f was the i d e a of Mr C h a r l e s F a r r e l l , 
who was: 
chairman of Montagu P i n e A r t , the Midland Bank 
s u b s i d i a r y which owns a 5 1 pei 4 cent s t a k e i n 
R i c h a r d Green and F r a n k S a b i n , t h e V e s t End 
a r t d e a l e r s * He i s a l s o on the board of 
C h r i s t i e ' s Contemporary A r t , a f i r m 55 per 
c e n t owned by C h r i s t i e ' s the a u c t i o n e e r s , 
which s e l l s modern g r a p h i c s by m a i l order* 
The Middle E a s t F i n e A r t Investment Company c o u l d 
hope, through spreading investment and t a k i n g a long. 
term view, to 'make' a g r e a t d e a l of money* 
And, so f a r as the r i s k s of the a r t market a r e 
concerned, i t i s to be noted t h a t those i n v o l v e d 
i n the o r g a n i s a t i o n a r e to such an e x t e n t ' i n ' on 
the o p e r a t i o n s of the i n t e r n a t i o n a l a r t t r a d e that; 
the investment i s as ' s a f e ' a s any c o u l d be* 
Recent i n s t i t u t i o n a l investment i n a r t 
works h a s a l s o been r e p o r t e d * Thus the B r i t i s h 
r a i l p e n s i o n fund purchased, on December 11,. 1974, 
a s k e t c h by an e i g h t e e n t h c e n t u r y I t a l i a n a r t i s t , 
G i o v a n i B a t t i s t i a T i e p o l o , f o r £195,00, and a l s o a 
p a i r of views of Rome by another e i g h t e e n t h c e n t u r y 
I t a l i a n , G i o v a n i Paolo P a n i n i , f o r £40,000, 
Investment i n a r t by such funds has been,, 
to some e x t e n t , alarming d e a l e r s , who f e a r the conse-
quences of a sudden boom i n the market, i f followed, 
by a slump* 
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T h i s 'alarm' or j i t t e r i n e s s among d e a l e r s 
was o f t e n d i s c e r n i b l e i n sale-room r e p o r t s of r e c e n t 
y e a r s . I t i s i n p a r t a consequence of the a r t and 
an t i q u e t r a d e p r i c e s having i n f l a t e d so r a p i d l y , 
i n a s i t u a t i o n where no obvious c r i t e r i a e x i s t by 
which to a s s e s s p r i c e s • Thus, w h i l e f o r example 
the p r i c e s of second hand houses may r i s e or f a l l 
a c c o r d i n g to how many people with, how much money a r e 
c h a s i n g what s o r t of houses, t h e r e i s a l w a y s , i n 
the long term, a base l e v e l r e l a t i n g to the c o s t of. 
e r e c t i n g an e q u i v a l e n t house i f new* 
By c o n t r a s t , a r t p r i c e s f o r the b i g 
contemporary names bear l i t t l e r e l a t i o n whatever 
to m a t e r i a l c o s t and la b o u r time, : and o l d masters 
are not measured i n any sense i n r e l a t i o n to t h e 
c o s t of producing new m a s t e r s . F u r t h e r (and t h i s i s 
an important p o i n t ) what are sometimes t a l k e d about 
as changes i n f a s h i o n , or ' d i s c o v e r i e s ' of new areas; 
i n a r t , can be h i g h l y dangerous f o r the d e a l e r , 
g i v e n t h a t , through such changes i n f a s h i o n o r 
' d i s c o v e r i e s ' , some of t h a t 9 9 per cent of a r t t h a t 
we d i s c u s s e d e a r l i e r , and which had not been 
c o n s t r u c t e d i n t o the h i s t o r y o f a r t , becomes 
' discovered', and brought i n t o the history,, 
G iven t h a t the m a n i p u l a t i o n of s c a r c i t y 
i n a r t i s an important f a c t o r i n a r t d e a l i n g , i t 
i s easy t o see why r a p i d i n f l a t i o n , a boom i n the 
market, and r a p i d changes i n f a s h i o n , may l e a d to 
a c e r t a i n j i t t e r i n e s s - among d e a l e r s * The boundaries 
between t he e s t a b l i s h e d a r t , and the o u t s i d e 9 9 
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pe r c e n t a r e , a t such t i m e s , unreliable«. 
I t c o u l d a l s o be (and t h i s i s a l s o d i s c e r n i b l e 
i n newspaper r e p o r t s ) t h a t a i c e r t a i n j i t t e r i n e s s 
o v er the a r t boom was induced by a s u s p i c i o n that: 
th e marriage of f i n e a r t as v a l u e ( b o t h s p i r i t u a l 
and i n t e l l e c t u a l ) and as money does not look too 
good. F o r , although a r t i s i n v e s t m e n t , i t i s not 
supposed to be shouted from the roof-tops« G e r a l d i n e 
Keen, the Times sale-room correspondent, 
i n d i c a t e s i n h e r book, '^he S a l e of Works of A r t ' , 
how s e r i o u s l y the i d e a of a r t as v a l u e ( a r t , i n h e r 
c a s e , a s r e l i g i o n ) can be t a k e n , and, i f we take i t 
t h a t the r e l i g i o u s r o l e of a r t i s a s c e n t r a l as she 
s a y s , i t i s easy to see why a boom i n the a r t market 
and i n a r t as investment would u p s e t the i d e o l o g y 
of a r t as value» She w r i t e s as f o l l o w s ; 
The r e l i g i o u s a s p e c t ^/of a r t and the a r t market/ 
i s perhaps the more f a s c i n a t i n g , a s w e l l a s 
being fundamental to the long term h e a l t h of. 
the a r t market, and i s interwoven almost i n -
e x t r i c a b l y w i t h the f i n a n c i a l a s p e c t 0 The 
t w e n t i e t h c e n t u r y has proved a tough p e r i o d 
f o r the i d e a l i s t o The C h r i s t i a n Church has 
been s e r i o u s l y undermined and i s d i s m i s s e d by 
many as an anachronismo Few have managed 
to m a i n t a i n t h e i r f a i t h i n Communism i n view 
of developments i n S o v i e t R u s s i a and China* 
C h a r i t y has r a t h e r gone out of f a s h i o n , as i t s . 
r o l e - h a s been s t e a d i l y usurped by the S t a t e , 
and even the most up-to-date i d e a l i s t , who devotes 
h i m s e l f to the economic development of the t h i r d 
w orld, i s not encouraged by s e e i n g h i s work 
d e s t r o y e d by p o l i t i c a l i n t r i g u e and corruption,, 
The t r a d i t i o n a l v a l u e s of s o c i e t y have been 
knocked one by one from t h e i r p e d e s t a l s 0 
Y e t the b e l i e f i n the v a l u e of a r t , which i s 
out of the main l i n e of f i r e , has survived.. 
T h i s makes patronage of the a r t s one of the 
few r e s p e c t a b l e forms of do-gooding t h a t are 
l e f t , ( 2 1 ) 
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I f , t h e r e f o r e , Keen i s r i g h t i n s a y i n g t h a t the 
" r e l i g i o u s a s p e c t " i s "fundamental to the long term 
h e a l t h of the a r t market, and i s interwoven almost 
i n e x t r i c a b l y w i t h the f i n a n c i a l a s p e c t " , i t can be 
understood why some d e a l e r s became w o r r i e d by the 
e x p l i c i t way i n which companies l i k e the Middle 
E a s t F i n e A r t Investment Company, or the B r i t i s h R a i l 
P e n s i o n Fund, use a r t p u r e l y as a source f o r f i n a n c i a l 
g a i n . 
The r e c e n t a r t boom which l e d to f e a r s 
about the a r t market began i n a b i g way i n October 
1 9 7 2 c Thus i n 1 9 7 3 both Sotheby 1s; and. C h r i s t i e s 
r e p o r t e d a seventy per c e n t i n c r e a s e i n t u r n o v e r , 
and i n 1 9 7 4 Sotheby's r e p o r t e d a world wide t u r n o v e r 
of £ 9 0 . 3 m i l l i o n s : , which was 26 per cent up on 
the p r e v i o u s y e a r , w h i l e C h r i s t i e ' s was 5 0 per c e n t 
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up w i t h a t u r n o v e r of 4 4 , 3 m i l l i o n pounds* 
The s o r t s of money i n v o l v e d i n the boom 
i n the a r t t r a d e was i n d i c a t e d by l o o k i n g a t any 
s a l e room r e p o r t . One i n the Times ( 6 t h A p r i l 
1 9 7 4 ) by G e r a l d i n e Norman mentions p r i c e s l i k e 
£ 1 0 0 , 0 0 0 f o r Manet's " I s a b e l l e au manchon" ("a mere. 
£ 1 0 0 , 0 0 0 , f a r below the expected p r i c e " ) ; £ 2 1 0 , 0 0 0 
f o r a L a u t r e c drawing e n t i t l e d "Au C i r q u e Fernando"; 
L a u t r e c ' s "Monsieur P a u l Viaud" f o r £ 2 0 5 , 0 0 0 ; 
A b e a u t i f u l p o r t r a i t by Berthe Morisot was v e r y 
modestly p r i c e d a t £44,000, and a h i g h l y impor-
t a n t P i s s a r r o landscape of 1869 was not exp e n s i v e 
a t £106,000. But P i c a s s o ' s o i l and p a s t e l 
s k e t c h , "Les Morphinomanes" of 1 9 0 0 r a n w e l l 
beyond e x p e c t a t i o n s to r e a c h £120,000, as d i d the 
e l e g a n t Degas p a s t e l , " S a l l e de danse", at, 
£ 1 4 2 , 0 0 0 . ( 2 3 ) 
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The h i g h e s t p r i c e f o r the week was the s a l e o f ai 
P i c a s s o , "Femme a l a mandoline" , s o l d a t C h r i s t i e , ! s 
f o r £ 2 7 3 , 0 0 0 - " a v e r y h e a l t h y s i g n f o r the P i c a s s o 
market"• 
E v i d e n t i n Norman's r e p o r t s was the concern 
f e l t by d e a l e r s and a u c t i o n e e r s t h a t the p r i c e s i n 
the a r t market should conform to t h e e s t i m a t e s 
g i v e n p i c t u r e s by a r t h i s t o r i a n s and c r i t i c s o 
That i s , the r e l a t i o n between the s e l e c t i o n and 
c o n s t r u c t i o n of a r t h i s t o r y , i n c l u d i n g judgements of 
r e l a t i v e a e s t h e t i c worth, should determine r e l a t i v e 
p r i c e s * There was a tendency d u r i n g the peak of 
the boom f o r p r i c e s to come out of l i n e w i t h the 
e s t a b l i s h e d c r i t e r i a of r e l a t i v e g r e a t n e s s . 
T h i s d i s j u n c t u r e between e s t a b l i s h e d a e s t h e t i c 
judgements and r e l a t i v e p r i c e s would, a g a i n , have 
the e f f e c t , of u p s e t t i n g the apparent c o r r e l a t i o n 
between the market and r e l i g i o u s v a l u e s * I have 
argued t h a t i t i s a p r e c o n d i t i o n f o r the a r t 
market that; 9 9 per cent of work be d e f i n e d as not 
good* F o r t h i s d e f i n i t i o n a l p r o c e s s t o work, 
t h e r e must be a c o r r e l a t i o n between the judgements 
and h i s t o r y of the c r i t i c and the a r t h i s t o r i a n , 
and r e l a t i v e p r i c e s * The breakdown i n the 
r e l a t i v e p r i c e s t r u c t u r e was, t h e r e f o r e , a t h r e a t 
t o the i d e o l o g i c a l p r e c o n d i t i o n s of the a r t market* 
a t h r e a t moreover to the a b i l i t y to c o n t r o l and 
manipulate s c a r c i t y * 
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I n the Times of the 6 t h of A p r i l 1974 
G e r a l d i n e Norman was ab l e t o r e p o r t w i t h some s a t i s -
f a c t i o n t h a t s a n i t y had r e t u r n e d to the a r t market* 
She r e p o r t e d t h a t 
i n s p i t e of the c r i t i c a l economic problems 
t h a t f a c e the r i c h e r c o u n t r i e s of the world 
t h e r e has been no c r a s h i n the a r t market. 
There have, of c o u r s e , been ups and downs, 
but the b e s t works have g e n e r a l l y met c o m p e t i t i v e 
b i d d i n g , the m i d d l e - r a t e has f e t c h e d roughly 
what was expected and unworthy works by great, 
names have tended to see a h e a l t h y drop i n 
v a l u e . ( 2 4 ) 
I n o t h e r words the c o r r e l a t i o n between judgements 
of r e l a t i v e a e s t h e t i c worth ( a s s o c i a l l y c o n s t r u c t e d ) 
and r e l a t i v e p r i c e s had been r e - e s t a b l i s h e d . 
The Major D e a l e r s and A u c t i o n e e r s 
I have mentioned a l r e a d y the m a n i p u l a t i o n 
of s c a r c i t y as being an element i n the a r t market* 
I have d i s c u s s e d t h i s i n the sense of t h e r e b e i n g 
i m p l i c i t i n the a r t market a r e j e c t i o n or d e n i a l of 
the output of the m a j o r i t y of working a r t i s t s , 
t h i s r e j e c t i o n or d e n i a l being i n t i m a t e l y bound up 
w i t h t h e i n t e l l e c t u a l p r o d u c t i o n s of the a r t h i s t o r i a n 
and the c r i t i c . 
There e x i s t s a l s o , however, a much more 
s t r a i g h t f o r w a r d m a n i p u l a t i o n o f s c a r c i t y p r a c t i s e d 
by the major d e a l e r s and a u c t i o n e e r s . I i n t e n d 
i n t h i s s e c t i o n , t h e r e f o r e , to take a c l o s e r look 
a t a major d e a l e r , and a t the two major auctioneers., 
i n order to i n d i c a t e how c e r t a i n a r t i s t s , and s c h o o l s 
of a r t , can come to be c o n s t r u c t e d as: g r e a t a r t , 
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and t h e r e f o r e as v a l u a b l e a r t , 
F r a n k L l o y d owns one of the w o r l d 1 s b i g g e s t 
c h a i n s of showrooms. S t a r t e d a f t e r the l a s t war,, 
'Marlborough F i n e A r t ' has become the most s u c c e s s f u l 
commercial a r t d e a l i n g e n t e r p r i s e i n post war history., 
And i t i s L l o y d who summed up h i s s u c c e s s i n h i s 
r e p o r t e d a d v i c e to h i s s t a f f , "Remember, I don't 
c o l l e c t p i c t u r e s , I c o l l e c t money." 
Marlborough F i n e A r t i s c o n t r o l l e d from 
g a l l e r i e s i n Albermarle S t r e e t , London, and 5 7 t h 
S t r e e t , New York, w i t h branches a c r o s s t h e world 
i n c l u d i n g Munich, Toronto, Rome and Tokyo. 
A l l the g a l l e r i e s a c r o s s the world are l i n k e d to 
Marlborough A . G . ( l i e c h t e n s t e i n ) , w h i c h i s owned by 
L l o y d ' s f a m i l y c o n t r o l l e d t r u s t . At l e a s t seven 
o t h e r L i e c h t e n s t e i n s a t e l l i t e s e x i s t , some g a l l e r i e s , 
some p r o v i d i n g f i n a n c e f o r the purchase of a r t , and 
some s e r v i n g as i n t e r m e d i a r i e s f o r t r a n s a c t i o n s 
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between d i f f e r e n t Marlborough g a l l e r i e s . 
As of December 1 9 7 3 the New York g a l l e r y 
had an annual s a l e s t u r n o v e r of over twenty m i l l i o n 
d o l l a r s , and maintained a r t works v a l u e d a t around 
t h i r t y m i l l i o n d o l l a r s . L l o y d ' s p e r s o n a l w e a l t h 
alone ( b u i l t up only through h i s a c t i v i t y as an a r t 
d e a l e r s i n c e the Second World War) has been e s t i m a t e d 
a t around t w e n t y f i v e m i l l i o n d o l l a r s , , 
Born i n Vienna i n 1 9 1 1 a s Franz, L e v a i , 
he worked be f o r e the war i n c o a l , o i l , and f i n a l l y 
a c h a i n of p e t r o l s t a t i o n s . F l e e i n g to England he 
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fought i n the B r i t i s h Army, and t h e r e met Harry 
F i s c h e r , an a r t c o n n o i s s e u r . I n post-war London 
t h e s e two pooled t h e i r r e s o u r c e s , and s t a r t e d a 
s m a l l a r t d e a l i n g b u s i n e s s . L o r d I v o r C h u r c h i l l , 
son of the then Duke of Marlborough, was f i n a n c i a l l y 
i n v o l v e d i n the e a r l y days, and the f i r m took its : ; 
name from him. David Somerset j o i n e d the b u s i n e s s 
i n 1948, t h i s being an important s t e p forward f o r 
the f i r m , as he was h e i r to the Duke of B e a u f o r t , 
and he and C h u r c h i l l t o g e t h e r gave Marlborough F i n e 
A r t a c c e s s to the g r e a t houses of England. E x p e n s i v e 
to m a i n t a i n , and s h o r t of money, L l o y d saw t h a t the 
owners of t h e s e houses would be ready to s e l l some 
of t h e i r a r t works to meet death d u t i e s and e s t a t e 
c o s t s ; meanwhile, he saw t h a t i n d u s t r i a l i s t s and 
s p e c u l a t o r s would be those who would have the money 
to buy. Hence the i n i t i a l s u c c e s s of Marlborough 
F i n e A r t . 
The major a r e a i n which Marlborough F i n e 
A r t now o p e r a t e s i s modern a r t , and i t i s h e r e t h a t , 
the f i r m has been inn o v a t o r y on a major s c a l e . I t 
i s i n the modern a r t movements t h a t money was to be 
made, g i v e n (a.) the r e l a t i v e s c a r c i t y of the d e f i n e d 
g r e a t m a s t e r s , and ( b ) the r e l a t i v e l y low p r o f i t s , 
to be made on the g r e a t masters - bought a t h i g h c o s t 
and s o l d a t an only m a r g i n a l l y h i g h e r h i g h - c o s t . 
L l o y d i n t r o d u c e d i n t o England the p r a c t i c e 
of p u t t i n g l i v i n g a r t i s t s under c o n t r a c t ; he would 
promote the a r t i s t ' s work, and arrange to handle 
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t h e i r e s t a t e s a f t e r the a r t i s t ' s d e a t h. T h i s not 
o n l y gave the a r t i s t a guaranteed income, hut M a r l -
borough c o u l d guarantee to have the work shown to a l l 
major c o l l e c t o r s , museums, and i n v e s t o r s . 
Marlborough tends to handle o n l y known 
and e s t a b l i s h e d a r t i s t s - hence resentment on the 
p a r t of s m a l l e r d e a l e r s and g a l l e r i e s , who'do not 
have the' f i n a n c i a l o r promotional a b i l i t y to o f f e r 
a r t i s t s the r e t u r n s and guarantees g i v e n by M a r l -
borough. The s m a l l g a l l e r y has to f i n d i t s own 
a r t i s t s and b u i l d them up, w h i l e Marlborough i s then 
i n a p o s i t i o n t o take over the most promising, and 
reap the r e t u r n s on the s m a l l g a l l e r i e s 1 work. 
For the a r t i s t under c o n t r a c t the s i t u a t i o n 
i s a good one: he has a s t a b i l i t y over the l o n g -
term a v a i l a b l e t o few a r t i s t s . From Marlborough's 
p o i n t of view the system e n a b l e s the g a l l e r y t o 
c o n t r o l the a r t market, f o r the g a l l e r y ' s c o n t r o l 
of work by the a r t i s t both d u r i n g h i s l i f e and a f t e r 
h i s death guarantees t h a t a f l o o d of work by the 
a r t i s t does not appear on the market. The g a l l e r y 
c an c r e a t e and/or manipulate a s c a r c i t y . 
C r i t i c i s m has been e x p r e s s e d c o n c e r n i n g 
the h i g h r a t e s of commission charged by Marlborough 
on work s o l d — from 3 0 to 5 0 per c e n t . From the 
p o i n t of view of the a r t i s t , however, the i n c r e a s e 
i n s a l e s and r i s e i n h i s p r i c e s consequent upon 
being under c o n t r a c t to Marlborough w i l l e a s i l y 
compensate f o r t h i s . 
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I n c l u d e d i n the Marlborough s t a b l e s a r e 
many of the b e s t known B r i t i s h and American 
artists« F o r our purposes- i n t h i s study, 
however, the Marlborough o r g a n i s a t i o n i s simply 
i l l u s t r a t i v e of how the most s u c c e s s f u l l end of the 
a r t market works„ 
The system i s v e r y c l o s e to t h a t of a 
p o p - s t a r , w i t h the c o n t r a c t , the e x c l u s i v e h a n d l i n g 
and s e l l i n g r i g h t s , the i n t e r n a t i o n a l d i s t r i b u t i o n , 
the c o n t r o l of an e f f e c t i v e promotional o r g a n i s a t i o n , 
and so f o r t h . The manner i n which the b i g company 
does not seek to f i n d i t s own a r t i s t s , but r a t h e r 
c o l l e c t s and promotes the s u c c e s s f u l or the r i s i n g 
a r t i s t (promoted e a r l i e r by s m a l l e r companies) 
i s a l s o i n d i c a t i v e of the manner i n which a r t s e l l i n g 
a t the top end of the market i s the s e l l i n g of a. 
packaged commodity i n order to " c o l l e c t money"* 
Promotion of the l i t t l e known a r t i s t would be a k i n 
to c h a r i t y , and c h a r i t y has l i t t l e to do w i t h 
b u s i n e s s 6 
I t i s the massive b u s i n e s s o r g a n i s a t i o n o f 
the Marlborough type which l i e s behind many of the 
b e s t known contemporary a r t i s t s , and which m a i n t a i n s 
t h e i r s u c c e s s . S u c c e s s means, however, not on l y 
b e i n g known and making money f o r the a r t i s t ; i t 
means t h a t an a r t i s t c o n t r a c t e d to a f i r m l i k e 
Marlborough has a f i n a n c i a l freedom and s t a b i l i t y : he 
i s f r e e simply to be an artist„ The man or woman, 
by c o n t r a s t , who has to o r g a n i s e h i s / h e r own 
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e s d i i b i t i o n s , t ake p a r t time Jo"bs, c a r r y work round: 
t o d e a l e r s and c o l l e c t o r s , and work w i t h a f l u c t u a t i n g 
and u n s t a b l e income, has not got the freedom t o 
simply work as an a r t i s t e I n t h i s manner success 
i n a r t i s s e l f s u s t a i n i n g , f o r the c o n t r a c t w i t h a 
d e a l e r guarantees the freedom t o work - t o be an 
a r t i s t , and m a i n t a i n the o u t p u t o f a p r o f e s s i o n a l 
a r t i s t . 
The Auctioneer as Big Business 
While the movement towards i n t e r n a t i o n a l 
monopoly business o r g a n i s a t i o n i s ev i d e n t i n a r t 
d e a l i n g , i n n o v a t i o n s o f a s i m i l a r s o r t have been 
o c c u r r i n g also i n the a u c t i o n e e r i n g f i e l d * 
T r a d i t i o n a l l y t he a u c t i o n e e r i s someone who 
handles goods which he s e l l s on b e h a l f o f a c l i e n t ; , 
h i s s ole a c t i v i t y i n money-making terms i s t a k i n g 
a commission on the saleo The a u c t i o n e e r does not,, 
t h e r e f o r e , c o n t r o l p r i c e s o r manipulate the market© 
He merely provides a forum f o r t h e exchange o f goods, 
c h a r i n g a commission f o r h i s service<> I n r e c e n t 
years t h i s s i t u a t i o n has begun t o change» And, i n 
p a r t , t h e change r e l a t e s t o the" i n c r e a s e i n t h e scale 
o f t he business handled by t h e major a r t a u c t i o n e e r s . 
The annual t u r n o v e r o f Sotheby's has grown 
from t h r e e m i l l i o n pounds gross i n 1958, t o seventytwo 
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m i l l i o n pounds net i n 197;+« 
Part o f t h i s success i s a r e f l e c t i o n o f 
the g e n e r a l r i s e i n a r t p r i c e s , and the increase i n 
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t h e numbers of c o l l e c t o r s . However, throughout 
t h i s p e r i o d Sotheby' s has a l s o been spreading i t s 
a c t i v i t i e s i n t o f i e l d s o n l y l o o s e l y a l l i e d t o f i n e 
a r t auctioneering© Thus i t went i n t o f i n e a r t 
i n s urance i n c o l l a b o r a t i o n w i t h Commercial Union, 
and i n t o c u l t u r a l t o u r s w i t h Clarksons ('Heritage 
T r a v e l 1 ) . While i t withdrew from these v e n t u r e s , 
i t has f u r t h e r developed a p u b l i s h i n g o f f s h o o t , i n 
Sotheby P u b l i c a t i o n s , and has entered the t e l e v i s i o n 
c a s s e t t e business w i t h a s e r i e s on Romanticism and. 
C l a s s i c i s m by Kenneth C l a r k , The company has a l s o 
purchased James B o u r l e t , a l o n g e s t a b l i s h e d f i r m o f 
, 28. p a c k e r s e 
The c i g a r e t t e marked under th e t r a d e 
name o f Sotheby, by W i l l s , enabled Sotheby's t o buy 
f u r t h e r p r o p e r t y i n Bond S t r e e t . Sotheby now owns 
two t h i r d s o f the quadrant formed by Bond S t r e e t , 
Conduit S t r e e t , George S t r e e t , and Maddox S t r e e t . 
The p r o p e r t y boom and r e l a t e d r e n t i n f l a t i o n 
r endered b o t h the value o f t h i s and the income 
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f r o m i t g r e a t l y i n c r e a s e d * J 
The most s i g n i f i c a n t i n n o v a t i o n , however, 
has occurred i n - a c t u a l s a l e room p r a c t i c e ; t h i s 
i n c l u d e s t h e i n t r o d u c t i o n o f a guarantee system, 
whereby the s e l l e r i s o f f e r e d a guaranteed p r i c e . 
On a c c e p t i n g he would pay Sotheby's a h i g h e r commission 
up t o t h a t p r i c e , and normal commission t h e r e a f t e r . 
Sotheby's has also gone i n t o purchasing a r t works 
o u t r i g h t on i t s own b e h a l f , thus becoming the owner 
and vendor, r a t h e r than an intermediary.. The a u c t i o n e e r 
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thus becomes more o f a d e a l e r , and l e s s o f an a u c t i o n e e r ^ 
F i n a l l y Sotheby's has s t a r t e d g i v i n g estimates o f 
p r i c e s i n p u b l i s h e d c a t a l o g u e s , t h i s b e ing seen by 
some as an attempt t o c o n t r o l t h e buyers t h r o u g h 
suggestion* Sotheby's were a l s o r e p o r t e d t o be 
i n t r o d u c i n g i n t o England f r o m (Sot.heby) Parke Bernet 
i n America a customer c o u n s e l l i n g department, 
which i s an unusual i n n o v a t i o n f o r an a u c t i o n e e r 
whose i n t e r e s t s l i e p r i m a r i l y w i t h the s e l l e r , 
and t h e g a i n i n g of the h i g h e s t p r i c e - hence t h e 
h i g h e s t c o m r n i s s i o n 0 ^ 
Sotheby's and C h r i s t i e ' s t o g e t h e r c o n t r o l 
most o f the upper end o f w o r l d f i n e a r t a u c t i o n e e r i n g . 
The nearest r i v a l s are t h e P a r i s auctions« Through 
Parke Bernet, Sotheby's are t h e leaders; i n New York, 
and have a new branch i n Los Angeles•> 
The s i g n i f i c a n c e o f t h e Sotheby developments 
were expressed by Geraldine Norman i n terms o f 
p o s s i b l e misuse: 
The power h e l d i n owning, c a t a l o g u i n g , e s t i m a t i n g 
and a d v i s i n g c o u l d e a s i l y be misusedo (31) 
That i s , presumably, Sotheby's might behave u n e t h i c a l l y 
a c c o r d i n g t o the conventions o f the a u c t i o n e e r . 
From the p o i n t of view o f t h i s t h e s i s , however, i t 
i s not whether or n o t Sotheby's i s e t h i c a l ( b y 
whatever c r i t e r i a ) ^hat i s s i g n i f i c a n t ; r a t h e r i t 
i s the way i n which a major a u c t i o n e e r i s moving 
i n t o a p o s i t i o n where, i n e v i t a b l y , i t w i l l p l a y an 
i n c r e a s i n g r o l e i n d e f i n i n g v/hat i s a r t , what i t s 
wo r t h i s i n r e l a t i o n t o o t h e r a r t , and so f o r t h * 
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The a u c t i o n e e r , i n f a c t , becomes more l i k e t h e 
major d e a l e r . 
I t should he n o t e d , however, t h a t t h u s 
f a r i t has been Sotheby's, under t h e chairmanship 
o f Peter Wilson, t h a t has been most i n n o v a t o r y i n 
the ways d e s c r i b e d , w h i l e C h r i s t i e ' s has tended t o 
remain more t r a d i t i o n a l , . 
The A r t Reproduction 
A. r e c e n t development i n t h e a r t t r a d e has. 
been the mass sal e o f a r t r e p r o d u c t i o n s , I propose 
here t o consider o n l y a r e l a t i v e l y s m a l l s e c t i o n o f 
t h e a r t r e p r o d u c t i o n f i e l d , namely t h a t which has 
been a d v e r t i s e d i n t h e Sunday c o l o u r magazines o f 
t h e Observer and Sunday Times newspapers. I s h a l l 
examine t h i s s e c t i o n o f the a r t market n o t i n o r d e r 
t o show how i t works, b u t r a t h e r i n o r d e r t o 
i n d i c a t e t h e way i n which assumptions about a r t 
are used i n the s a l e s promotion. Through t h i s 
examination I s h a l l f u r t h e r e l u c i d a t e c e r t a i n i d e a s 
about the n a t u r e o f the ' o r i g i n a l * work o f a r t , 
and the r e l a t i o n s h i p between a r t and investment, 
I n the sales promotion t h e i d e o l o g y o f a r t , and 
a p p r e c i a t i o n , and i n v e s t m e n t , and h e r i t a g e , i s o f t e n 
v e r y e x p l i c i t , I approach th e a d v e r t i s i n g m a t e r i a l , 
t h e r e f o r e , i n terms of the q u e s t i o n , 'Under what 
s o c i a l c o n d i t i o n s i s i t p o s s i b l e f o r such statements 
about a r t t o be s u c c e s s f u l l y employed i n order t o 
s e l l a r t r e p r o d u c t i o n s , and what do these statements 
t h e r e f o r e i n d i c a t e about the s o c i a l r e l a t i o n s of a r t ? 1 
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F i r s t , as: a p o i n t o f i n f o r m a t i o n , i t 
should he noted t h a t an 'etching. 1 'by' an a r t i s t i s 
c o n v e n t i o n a l l y s a i d t o be bj£ t h e a r t i s t , i n t h e same; 
way as i f he had p a i n t e d i t . S i m i l a r l y , w i t h 
auto l i t h o g r a p h y , a r e p r o d u c t i o n i s bjjr t h e artist» 
I n t h e case o f p h o t o l i t h o g r a p h y , or o t h e r forms of 
r e p r o d u c t i o n i n which the a r t i s t i s n o t involved,, 
the copy i s s a i d t o be a r e p r o d u c t i o n o f a work by 
the a r t i s t e I n the case o f a u t o l i t h o g r a p h y , a i 
person o t h e r than the a r t i s t may c a r r y out the 
p r i n t i n g , but the l i t h o g r a p h s be b j the a r t i s t i f 
i t was he who prepared the p l a t e . 
However l a r g e a p r i n t e d e d i t i o n , t h e r e f o r e , 
an e t c h i n g o r l i t h o g r a p h y 'by' an a r t i s t i s an 
' o r i g i n a l ' work o f a r t , as opposed t o be i n g a 
r e p r o d u c t i o n o f an o r i g i n a l worko. Thus i t i s qu i t e ; 
p o s s i b l e t o have a thousand or more ' o r i g i n a l s ' . 
N o r m a l l y , however, i t i s t h e custom t h a t the a r t i s t ; 
w i l l r u n o f f a . l i m i t e d e d i t i o n , number these and 
s i g n them, and t h e n d e s t r o y the o r i g i n a l plateo-
The more l i m i t e d t h e number of p r i n t s he t a k e s , t h e 
h i g h e r the p r i c e he w i l l ask f o r each* 
For an a r t i s t , t h e r e f o r e , the e t c h i n g o r 
l i t h o g r a p h can be a means of producing a l a r g e r 
q u a n t i t y of cheaper vrorks, w h i l e making a. reasonable; 
f i n a n c i a l r e t u r n * As f a r as t h e p o t e n t i a l a r t 
i n v e s t o r i s concerned, the e d i t i o n b eing l i m i t e d i s 
c r u c i a l ( g i v e n , o f course, the r e p u t a t i o n o f the 
a r t i s t ) . 
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I n t he 'Sunday Times' Colour magazine 
o f March 23rd, 1975> advertisement appeared from 
"The F i e h l A r t C o l l e c t i o n " o f 23-4 Great James 
S t r e e t , London.- The framed works f o r s a l e by 
m a i l order were r e l a t i v e l y l e s s known names, r a n g i n g 
from S p i r o , the one time s u r r e a l i s t , t o Myrian B e r i n g , 
who, we are assured, though o n l y 23-, has had her 
name i n i n t e r n a t i o n a l ' W h o ' s Who' i n a r t since 
1972. Pour a r t i s t s works are o f f e r e d , r a n g i n g 
i n p r i c e from £35 f o r a'Tommes e t F l e u r s " s t i l l 
l i f e by B e r i n g , t o £50, f o r "Le Pont de Sens" by 
BouyssoUo 
Given t h a t tiiro o f t h e works were being 
s o l d i n e d i t i o n s of f i v e hundred, one i n an e d i t i o n 
o f t h r e e hundred, and the Bouyssou i n an e d i t i o n o f 
t h r e e hundred and e i g h t y f i v e , these p r i o e s were e x t r a -
o r d i n a r i l y h i g h 0 The e d i t i o n s are too l a r g e t o 
m a i n t a i n a moderate market p r i c e so f a r i n excess 
o f t h e cost o f p r o d u c t i o n . 
The emphasis, however, o f t h e F i e h l A r t 
C o l l e c t i o n advertisement was on possession and t h e 
work being the ' o r i g i n a l ' . Thus, they suggest 
- t h a t 
The d e s i r e t o possess o r i g i n a l .-works., o f f i n e a r t 
i s shared by most d i s c r i m i n a t i n g people-, b u t 
v e r y few are s t i l l a b l e t o a f f o r d them. 
S t r e s s i s l a i d , t h e r e f o r e on the possession o f 
o r i g i n a l s : on the reader as d i s c r i m i n a t i n g : and t h e 
use o f " s t i l l a b l e" conjures up some image o f a p a s t 
i n which t h e reader r e c l i n e d among works o f f i n e 
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a r t a t a time when such t h i n g s c o u l d he afforded» 
Next t h e advertisement i n t r o d u c e d the 
id e a o f a r t as investment;; 
Mass produced p r i n t s may seem an a t t r a c t i v e 
a l t e r n a t i v e , but they have no r e a l worth-
^ u n d e r l i n e d i n o r i g i n a l / . 
Note here t h a t t h e r e i s no s p e c i f i c a t i o n o f t h e meaning 
°f w o r t h ; i s i t f i n a n c i a l , or i s i t a e s t h e t i c ? 
I suspect t h a t we are intended t o experience something 
o f a m i x t u r e of the two* That i s , we are t o f e e l 
t h a t anyone can have an o r d i n a r y r e p r o d u c t i o n , f o r 
i t i s cheap, t h e r e f o r e w o r t h l e s s , t h e r e f o r e common,. 
v u l g a r , and not b e a u t i f u l e 
By c o n t r a s t F i e h l A r t o f f e r e d " t o c o l l e c t o r s " 
t h e i r " l i m i t e d e d i t i o n s " . Thus the buyer i s g i v e n 
a l i t t l e f l a t t e r y , making him a " c o l l e c t o r " (and 
al r e a d y he has been a l l e g e d t o be d i s c r i m i n a t i n g ) . 
" L i m i t e d e d i t i o n s " i s s l i p p e d i n as a reassurance, 
and i t i s p o i n t e d out t h a t 
O r i g i n a l works by these a r t i s t s have been i n c r e a s i n g 
i n value and we b e l i e v e they w i l l c o n t i nue t o 
do so i n t h e f u t u r e a 
So, i t i s i m p l i e d t h a t the " d i s c r i m i n a t i n g " " c o l l e c t o r " 
o f " l i m i t e d e d i t i o n s " o f " o r i g i n a l works o f f i n e a r t " 
w i l l , as l i k e l y as n o t , end up making money out o f 
h i s purchases tooo 
A whole complex o f elements i n t h e f i n e 
a r t i d e o l o g y have been n e a t l y woven t o g e t h e r , c r e a t i n g 
a marriage of p r e s t i g e , p r i v a t e possessions and 
o s t e n t a t i o n , a e s t h e t i c d i s c r i m i n a t i o n , and the making 
of money thro u g h wise investmento 
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A. p o i n t t o note w i t h t h i s a d v e r t from t h e 
F i e h l A r t C o l l e c t i o n was t h a t t h e y d i d not a c t u a l l y 
s p e c i f y how t h e i r p r i n t s were produced; 
Each and every work i n the F i e h l C o l l e c t i o n 
has been p a i n s t a k i n g l y reproduced from t h e 
o r i g i n a l and then p e r s o n a l l y approved, signed 
and numbered by t h e a r t i s t , ^ u n d e r l i n e d i n 
o r i g i n a l / 
" P a i n s t a k i n g l y " i s , i n t h i s c o n t e n t , a r a t h e r meaning-
l e s s wordo A l l we are t o l d i s t h a t t h e a r t i s t ' s 
work has been reproduced, and, presumably n o t by 
him o r h e r , f o r he/she i s then asked t o " p e r s o n a l l y 
approve" - which c o u l d mean as l i t t l e as saying t h a t 
t h e r e p r o d u c t i o n c e r t a i n l y looks a l o t l i k e a. 
p a i n t i n g he/she once d i d . I f i t were a photographic 
r e p r o d u c t i o n , or p h o t o l i t h o r e p r o d u c t i o n , the a r t i s t s 
numbering and s i g n i n g i n h i s own hand ( i n two o f 
the cases f i v e hundred times') would not render t h e 
r e p r o d u c t i o n worth much more t h a n the p r o d u c t i o n 
c o s t s . 
I n t h e ''Sunday Times' o f A p r i l 13th 1975 
the F i e h l A r t C o l l e c t i o n were s e l l i n g framed Turner 
r e p r o d u c t i o n s and so c o u l d n ot emphasise t h e 
' o r i g i n a l i t y ' o f t h e r e p r o d u c t i o n s i n t h e same way* 
I n s t e a d they contented themselves w i t h r e p r o d u c i n g 
Turner by an " e x c l u s i v e method" t h a t gave a " b r e a t h -
t a k i n g beauty and v i s i b l e depth o f r e a l i t y . " And, 
w h i l e since these were r e p r o d u c t i o n s r a t h e r t h a n 
a r t i s t ' s p r i n t s , t h e r e was no p o i n t i n c l a i m i n g 
a l i m i t e d e d i t i o n , the F i e h l A r t C o l l e c t i o n d i d make 
much -play on t h e f a c t t h a t they had on l y reproduced 
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f i v e hundred of each o f the f i v e Turners o f f e r e d . 
They i m p l i e d t h a t stocks would r u n out f a s t , and 
suggested we p a r t e d q u i c k l y w i t h our £35 a time f o r 
a framed r e p r o d u c t i o n 
•Templeton and Rawlings" s t a r t e d a d v e r t i s i n g 
' o r i g i n a l ' works o f a r t i n the Sunday c o l o u r 
supplements i n October 1973- Of a l l the f i r m s i n 
t h i s f i e l d Templeton and Rawlings have s t r e s s e d most 
r e g u l a r l y the investment angle, and t h e i r products: 
being " O r i g i n a l s not r e p r o d u c t i o n s " . 
An example o f t h e i r work was t h a t i n t h e 
•Sunday Times' of November 10th 19?4. For s a l e was. 
a Braque, a t £35J a V l a m i n c k , a t £35: a<Pierre 
Bonnard, f o r £30: a D a l i f o r £35: and f i n a l l y a 
Picasso f o r £40o A l l but t h e Picasso were a d v e r t i s e d 
as " o r i g i n a l e t c h i n g s " and were signed i n the p l a t e ; 
(which means you get your a r t i s t ' s s i g n a t u r e back 
t o f r o n t i n your p r i n t ) * The Georges Braque 
p i c t u r e was d e s c r i b e d as a " r a r e o r i g i n a l e t c h i n g " -
and i n none o f t h e cases was t h e r e any s p e c i f i c a t i o n 
o f the e d i t i o n being l i m i t e d . I n f a c t t h e r e would: 
have been l i t t l e p o i n t , f o r t h e y conceded w i t h t h e 
Pierre~Bdhhard p r i n t t h a t , "This o r i g i n a l e t c h i n g " 
has " s t r i k e marks". " S t r i k e marks" are i n f a c t 
scratches across the p l a t e which 'cancel' the p l a t e , 
a f t e r the ' o r i g i n a l ' l i m i t e d e d i t i o n has been r u n 
o f f . 
The Picasso p r i n t was a.woodcut, "created, 
and signed i n the b l o c k by Picasso i n 1926". 
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Emphasising the investment angle Templetonn 
and Rawlings s t a t e d t h a t i f you were not c o m p l e t e l y 
s a t i s f i e d t h a t your purchase was a "vrise i n vestment" 
you c o u l d have your money back, b u t ; 
We b e l i e v e , however, i t i s a purchase you 
w i l l take p r i d e i n and enjoy f o r many years.: 
and one your h e i r s w i l l v a l u e f o r g e n e r a t i o n s . 
Thus, i n a sense, t h e y are p l a y i n g on t h e id e a t h a t , 
you can buy something o f Europe's a r t i s t i c h e r i t a g e -
something t h a t w i l l l a s t f o r g e n e r a t i o n s , and i s 
e t e r n a l . 
This s o r t o f adverti s e m e n t , and t h e 
F i e h l a dvertisements, r e v e a l something o f what s o r t 
o f a market i s a v a i l a b l e , and what s o r t o f assumptions, 
a s p i r a t i o n s , ideas about a r t , ideas about a r t i s t s , 
and so f o r t h , e x i s t and can be e x p l o i t e d . I t 
i s n ot our concern here, however, t o i l l u s t r a t e a 
form o f business e x p l o i t a t i o n of a r t , b ut r a t h e r t o 
i n d i c a t e what s o r t of i d e o l o g i c a l r e l a t i o n s are 
a v a i l a b l e t o be drawn on i n c r e a t i n g sentences w i t h 
which t o m i l k a middle range market. 
I t i s not r e l e v a n t t o t h i s d i s c u s s i o n , 
t h e r e f o r e , t h a t Templeton and Rawlings were l a t e r 
shown t o be v e r y suspect i n t h e i r business o p e r a t i o n s , 
o r t h a t c e r t a i n o f t h e claims made were i n a l e g a l 
3.2 
sense f r a u d u l a n t * ' 
A business o p e r a t i o n such as ' C h r i s t i e ' s 
Contemporary A r t 1 are l e g a l l y r e s p e c t a b l e . That 
which they s e l l as o r i g i n a l s are ( i n t h e l e g a l sense) 
o r i g i n a l s . And, whereas Templeton and Rawlings 
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suggested t h a t 
I t i s p o s s i b l e t h a t some o f these masterpieces, 
w i l l soon never again be a v a i l a b l e „ 
and t h a t the p r i n t s were "an investment your h e i r s 
w i l l value f o r g e n e r a t i o n s " , C h r i s t i e ' s Contemporary 
A r t do not p l a y on t h e investment idea,, They do, 
i n c e r t a i n cases, however e x p l o i t the m a i l order 
business i n as f a r as c e r t a i n o f t h e i r works 
a v a i l a b l e by m a i l order can be bought elsewhere f o r 
a f i f t h o f the p r i c e charged by Christie£s Contemporary 
A r t . 5 5 
The s i g n i f i c a n c e o f these m a i l o r d e r 
f i r m s f o r our purposes i s t h a t t h e y , l i k e , t h e major 
i n t e r n a t i o n a l d e a l e r s who handle r e a l investment 
a r t , , are b o t h working w i t h i n and through and as> 
p a r t of t h e same set o f ideas about a r t and the a r t i s t , 
about c r e a t i v i t y , and about h e r i t a g e . The a r t 
market a t a l l l e v e l s r e l i e s on the a e s t h e t i c s a n c t i t y 
and r e l i g i o s i t y i m p l i c i t i n the i d e o l o g y of a r t . 
John Berger has s u i t a b l y summed up what i s happening 
i n a paragraph i n h i s 'Ways o f S e e i n g 1 : 
The meaning o f the o r i g i n a l work no lo n g e r 
l i e s i n what i t u n i q u e l y says but i n what i t 
u n i q u e l y i s . How i s i t s unique e x i s t e n c e 
evaluated and d e f i n e d " i n our present c u l t u r e ? 
I t i s d e f i n e d as an o b j e c t whose value depends; 
upon i t s r a r i t y . This value i s a f f i r m e d 
and gauged by the p r i c e i t f e t c h e s on the 
market. But because i t i s n e v e r t h e l e s s 'a 
work of a r t ' — and a r t i s thought t o be g r e a t e r 
t h a n commerce — i t s market p r i c e i s s a i d t o be 
a r e f l e c t i o n of i t s s p i r i t u a l v a l u e . Yet 
the s p i r i t u a l value of an o b j e c t , as d i s t i n c t 
from a message or an example, can o n l y be 
expl a i n e d i n terms o f magic or r e l i g i o n . And 
since i n modern s o c i e t y n e i t h e r of these i s 
a l i v i n g f o r c e , the a r t o b j e c t , the 'work o f 
a r t ' 1 , i s enveloped i n an atmosphere o f e n t i r e l y 
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bogus= r e l i g i o s i t y * Works o f a r t are d i s c u s s e d 
and presented as though, t h e y were h o l y r e l i c s * 
r e l i c s which are f i r s t and foremost evidence^ 
o f t h e i r own s u r v i v a l . The past i n which t h e y 
o r i g i n a t e d i s s t u d i e d i n order t o prove t h e i r 
s u r v i v a l genuine. They are d e c l a r e d a r t when 
t h e i r l i n e o f descent can be c e r t i f i e d * (34) 
The S o c i a l C o n s t r u c t i o n o f A r t - Photography 
Photography, and, i n p a r t i c u l a r , , n i n e t e e n t h 
c e n t u r y photography, i s one of t h e forms of p r o d u c t i o n 
t h a t has been most r e c e n t l y s u b j e c t t o being 
c o n s t r u c t e d as a r t , I wish t o examine here b r i e f l y 
what takes place when a set of o b j e c t s are t h u s 
c o n s t r u c t e d as a r t , and i n p a r t i c u l a r I wish t o note 
the change i n what i s done t o the o b j e c t . 
The c o n s t r u c t i o n o f photography as a r t i a 
p a r t i c u l a r l y i n t e r e s t i n g as an i l l u s t r a t i o n o f t h e 
process o f a r t b e i n g c o n s t r u c t e d ( w i t h t h e a s s o c i a t e d 
d e i f i c a t i o n o f t h e o r i g i n a l , and o f the photographer 
as a r t i s t ) on account o f photography b e i n g i n f a c t 
one o f the most r e p r o d u c i b l e and d e m o c r a t i c a l l y 
a v a i l a b l e media, 
I i n d i c a t e d i n t h e opening chapter t h a t 
• a r t ' , as a word, has b o t h e v a l u a t i v e and d e n o t a t i v e : 
meanings, A phenomenon t h a t i s being c o n s t r u c t e d 
as a r t ( r e - d e f i n e d as a r t ) w i l l o f t e n f a l l a m b i v a l e n t l y 
between being d e s c r i b e d as a r t i n a d e n o t a t i v e sense 
and being p r a i s e d as a r t i n an e v a l u a t i v e sense* 
This ambivalence i s i l l u s t r a t e d by i n t e r v i e w e e 
f i f t e e n (see appendix) who i s a f i l m maker. He 
commented t h a t 
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i n f i l m ' a r t i s t ' i s a word t h a t ' s g i v e n t o you, 
r a t h e r t h a n t h a t you would take i t f o r y o u r s e l f . 
This., i s d i f f e r e n t from the s i t u a t i o n w i t h a. p a i n t e r . 
A- p a i n t e r c o u l d he described as 'not a r e a l a r t i s t ' , 
w i t h t he term being used i n an e v a l u a t i v e sense, b u t 
t h i s usage would remain separate from h i s n e v e r t h e -
l e s s b e i n g an ' a r t i s t ' i n as f a r as he was a. p a i n t e r , 
however good or bad he may be. With a f i l m maker, 
however, i n t e r v i e w e e f i f t e e n p o i n t e d out t h a t 
i f you s a i d , ' I am a f i l m a r t i s t ' , i n the 
ambience o f f i l m - m a k i n g , t h a t would be 
considered p r e t e n t i o u s . And, I suppose... 
But, i f you make a f i l m which i s judged i n a 
c e r t a i n way, then somone w i l l say, 'He i s a. 
f i l m a r t i s t ' . I ' d be happy t o reach t h a t 
p o s i t i o n . 
What Photography I s 
I n i t s e a r l y days photography had an 
ambivalent r e l a t i o n s h i p t o h i g h a r t , i n as f a r as 
i t was seen as a t h r e a t t o h i g h a r t ; hence t h e 
slogan a s s o c i a t e d w i t h the beginnings o f photography: 
"From Today P a i n t i n g i s Dead."^ Not, o f course, 
t h a t p a i n t i n g was dead. As Guy B r e t t has p o i n t e d 
o u t , t he camera as such could n ot i m i t a t e t he 
p a i n t i n g , f o r r e a l i t y c o u l d not be moulded i n t o t h e 
conventions o f the p a i n t i n g — even though photography 
could mould i t i n many ot h e r ways, 
t h e r e v e a l i n g t h i n g about photographs i m i t a t i n g 
p a i n t i n g s i n the Grand Ilanner i s t h a t the 
m a t e r i a l i t y of t h i n g s i s j u s t too awkwardly 
r e a l . The drapes and vases r e f u s e t o behave 
l i k e props. And the human body r e f u s e d t o 
behave l i k e a c l a s s i c a l nude.. (36) 
Photography d i d not come t o r e p l a c e p a i n t i n g , and;; 
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th e q u e s t i o n whether photography would k i l l 
p a i n t i n g was overdramatic "because photography 
i t s e l f i s r e a l l y j u s t another graphic mediunu (37) 
However, being a photographer was no easy 
m a t t e r i n the e a r l y days. The equipment was heavy 
and cumbersome: exposures were l o n g , and development 
e l a b o r a t e . There was no mass p r o d u c t i o n o f 
cameras, nor c o u l d f i l m be handed i n t o a chemist 
f o r r a p i d p r o c essing. 
The s i m p l i f i c a t i o n of t h e camera, and of 
developing and p r i n t i n g t h e f i l m , has meant t h a t a 
form o f graphic r e p r o d u c t i o n which was a t f i r s t 
o n l y a v a i l a b l e i n a l i m i t e d sense, has now become 
i n c r e a s i n g l y a v a i l a b l e t o , anyone who w i l l use i t . 
Given these developments, the photographer as an 
e x p e r t has become i n c r e a s i n g l y t o h o l d an untenable 
p o s i t i o n . No longer does i t make sense t o take t h e 
f a m i l y f o r an annual p o r t r a i t photograph, when f o r 
r e l a t i v e l y l i t t l e cost h o l i d a y snapshots o f a f a r 
more personal k i n d can be produced by t h e f a m i l y 
themselves (even i f t h e developing and p r i n t i n g 
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i s n ot undertaken by them d i r e c t l y . ) ^ 
Given t h i s democratic a v a i l a b i l i t y o f 
the photograph, and g i v e n t h a t i t i s no l o n g e r i n 
c o m p e t i t i o n w i t h the p a i n t i n g ( p a i n t i n g , i n i t s 
c o n t e n t , having broken w i t h t h e Renaissance h i g h 
t r a d i t i o n ) , photography has tended t o be seen and 
used as photography; t h i s d e s p i t e o c c a s i o n a l d i s c u s s i o n s 
o f i t as an a r t form, and t h e propagandising by 
some magazines f o r i t t o be r a i s e d t o ' a r t ' . 
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Photography as ' a r t ' has, f u r t h e r m o r e , had t o c a r r y 
the "burden of the use o f t h e term 'art-photographs' 
as a euphamism f o r photographic e r o t i c a . 
As photography, pure and s i m p l e , t h e photo-
graph has come t o he used i n innumerable ways f o r 
communication, commemoration, the c a p t u r i n g of 
'news', propaganda, a d v e r t i s i n g , personal r e c o r d , 
and so f o r t h . 
The C o n s t r u c t i o n o f Photography as A r t 
The c o n t e x t o f t h e c o n s t r u c t i o n o f photography 
as a r t has been the g e n e r a l growth of i n t e r e s t i n 
(and p r i c e s o f ) t h i n g s V i c t o r i a n . This growth o f 
i n t e r e s t i n t h i n g s V i c t o r i a n i s r e f l e c t e d i n 
p r i c e terms i n the growth of the a n t i q u e market, y 
and i n 'environmental' terms i n a changed a t t i t u d e 
towards the V i c t o r i a n c i t y and b u i l t environment, 
and i n academic terms i n a growth o f academic 
s c h o l a r s h i p on the V i c t o r i a n p e r i o d . 
I n museums these developments are r e f l e c t e d 
and expressed t h r o u g h numerous e x h i b i t i o n s o f l o c a l 
h i s t o r y i n which photographic records of the former-
appearance o f the c i t y or l o c a l i t y are employed. 
Old photographs have als o reached a mass audience 
t h r o u g h the p u b l i c a t i o n s o f the Hendon P u b l i s h i n g 
Company, (Nelson, L a n c a s h i r e ) . Hendon publishes, 
the s e r i e s o f photographic books on i n d i v i d u a l towns, 
such as "Durham as i t was", "Sunderland as i t was", 
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" L e i c e s t e r as...", "Manchester as...", etcetera.. 
I n museum e x h i b i t i o n s and t h e Hendon 
P u b l i s h i n g Company books the photograph has tended 
t o be used and presented as a source o f i n f o r m a t i o n * 
The photograph i s presented f o r h i s t o r i c a l and 
communicative purposes - the s k i l l and accomplishment 
o f e a r l y photographers o n l y b e i n g noted as. o f 
secondary i n t e r e s t 0 
To view a photograph as ' i n f o r m a t i o n ' i s 
t o gather from i t something about o b j e c t s o r events, 
t h a t the photograph c a p t u r e s . The photograph i s 
p a r t o f a r e l a t i o n between t h e viewer and an event 
or o b j e c t * 
To view a photograph as ' a r t ' , however, i s 
t o view i t as a d i s t i n c t t h i n g i n i t s e l f : as a compo-
s i t i o n : as a form o f expression: as a s e l f -
c ontained u n i t * As a r t t h e photograph i s i n p a r t a 
r e l a t i o n between the a r t i s t and the v i e w e r , and i n 
p a r t i t i s o f a r e l a t i o n between t h e viewer and 
h i m s e l f as he r e a c t s w i t h the photograph* 
A d i s t i n c t i v e c h a r a c t e r i s t i c of many o f t h e 
e x h i b i t i o n s i n museums employing o l d photographs 
i n t h e l a s t few years i s t h a t the_photographs 
were not presented as. a r t * Rather t h e y were 
organised t o a purpose i n communicating i n f o r m a t i o n * 
They were a means, r a t h e r t h a n an end*. 
The c o n s t r u c t i o n o f photography i n t o a r t 
i n r e c e n t years has i n p a r t f o l l o w e d from an i n c r e a s i n g 
i n t e r e s t i n t h e i n d i v i d u a l b i o g r a p h i e s of e a r l y 
photographers• 
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An e x h i b i t i o n o f t h e work of one early-
photographer has i m p l i c i t i n i t a tendency towards 
t h e photograph being viewed as a r t , because t h e 
coherence o f the e x h i b i t i o n comes t o r e s t not on 
what the photographs r e p r e s e n t , b u t r a t h e r on who 
made the image. This form of p r e s e n t a t i o n o f 
photographs i s p a r t o f the c o n s t r u c t i o n o f photography 
as a r t , but i s i n i t s e l f not n e c e s s a r i l y such 
c o n s t r u c t i o n * 
The argument t h a t i n the l a s t t e n years 
t h e r e has been a s i g n i f i c a n t s h i f t towards photography 
b e i n g t r e a t e d as (and d e f i n e d as) a r t i s based on 
observing a s e t of i n t e r - r e l a t e d phenomenao I s h a l l 
examine here t h r e e examples: one an e x h i b i t i o n 
i n v o l v i n g a contemporary photographer; the second 
an e x h i b i t i o n put on by the A r t s C o u n c i l o f o l d 
photographs; the t h i r d t he p r i c e s p a i d f o r c e r t a i n 
V i c t o r i a n photographs i n the mid n i n e t e e n s i x t i e s 
and today. 
The View from Beaford. 
An e x h i b i t i o n o f photographs a t t h e 
'Museum o f E n g l i s h R u r a l L i f e ' , Reading, h e l d i n 
1974, can be ta k e n as an example t o i l l u s t r a t e b o t h 
c e r t a i n uses of photography as photograph, and c e r t a i n 
uses of photography as a r t ( a e s t h e t i c o b j e c t )<> 
The e x h i b i t i o n comprised both o l d and new photographs 
o f N o r t h Devon. The e x h i b i t i o n was n o t i n i t s e l f 
a promotion o f photography as a r t , and b o t h the 
l o c a t i o n o f t h e e x h i b i t i o n i n a s p e c i a l i s t ( r u r a l 
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l i f e ) museum, and t h e ge o g r a p h i c a l focus o f the 
e x h i b i t i o n ( N o r t h Devon) i n d i c a t e a purpose t o 
which the photographs were subordinate as means t o 
an end,, r a t h e r than t h e i r "being o b j e c t s t o be 
considered f o r t h e i r own sakes. 
However, t h e p r o p o r t i o n o f the photographs? 
i n t he e x h i b i t i o n t h a t were modern were a l l by 
James R a v i l i o u s . R a v i l i o u s , b o r n i n 1959? s t u d i e d 
a r t a t St. M a r t i n s School o f A r t , t a u g h t p a i n t i n g and 
drawing f o r seven years a t Hammersmith College of 
F u r t h e r Education, and i s now working f u l l time f o r 
the Beaford Centre, N o r t h Devon. 
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I t i s i n the catalogue t o t h e e x h i b i t i o n 
t h a t we f i n d t h a t process o f a r t and a r t i s t being 
c o n s t r u c t e d which I am suggesting i s a tendency 
g a t h e r i n g f o r c e i n r e l a t i o n t o photography i n t h e 
l a s t few years.. Thus, i n the i n t r o d u c t i o n t o t h e 
catalogue i t i s s t a t e d t h a t 
James R a v i l i o u s i s an a r t i s t i n t h e g r e a t 
t r a d i t i o n of o b j e c t i v e n a t u r a l i s m , t o p o g r a p h i c a l 
landscape, p o r t r a i t u r e and s o c i a l document* 
He captures the passing moment and, as Baudelaire 
wrote 'of a l l the suggestions o f e t e r n i t y 
t h a t i t c o n t a i n s ' . R a v i l i o u s , no more nor 
l e s s t h a n thousands o f h i s contemporaries f o r 
ever c a p t u r i n g on f i l m the scenes and images 
of " t h e i r l i v e s , i s an a r t i s t who r e l i s h e s t he 
m a t e r i a l w o r l d . He loves t h e e a r t h , i t s 
people, where they l i v e and the l i g h t which 
i l l u m i n a t e s the common round. I n a l l t h i s he 
i s no d i f f e r e n t from many. (4-1) 
There i s i n t h i s the c l e a r a s s e r t i o n t h a t the 
photographer i s ' a r t i s t ' " i n t h e g r e a t t r a d i t i o n o f " 
e t c . , e t c . . . . The l i s t o f g r e a t t r a d i t i o n s o f 
which R a v i l i o u s i s a p a r t i s backed up by the 
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c i t i n g o f B e a u d e l a i r e , a l l r e i n f o r c i n g t h e a s s e r t i o n 
t h a t R a v i l i o u s i s a r t i s t , and hence h i s work i s 
a r t . L a t e r i n the i n t r o d u c t i o n t h e p o i n t i s f u r t h e r 
r e i n f o r c e d w i t h 
l i k e Constable and Bewick i n t h e n i n e t e e n t h 
c e n t u r y the s u b j e c t o f h i s work i s d e f i n e d by 
a circumference which can be reached by a good 
days walk from home and back; 
There i s a second l i n e of thought r u n n i n g t h r o u g h 
t h e e x t r a c t I have quoted, however, which may appear' 
a t f i r s t s i g h t i n o p p o s i t i o n t o t h e claims made f o r 
R a v i l i o u s as a r t i s t * This i s t h e a s s e r t i o n t h a t 
R a v i l i o u s i s o n l y one o f many: thus 
no more nor l e s s t h a n thousands o f h i s contempo-
r a r i e s f o r ever c a p t u r i n g on f i l m t he scenes and 
images*... 
and; 
I n a l l t h i s he i s no d i f f e r e n t from many. ( 4 2 ) . 
I t i s the second l i n e o f t h o u g h t , however , 
which tra n s f o r m s the c l a i m f o r R a v i l i o u s as an i n d i -
v i d u a l a r t i s t i n t o a c l a i m f o r photography i n 
general t o be a r t . I would suggest, however, 
t h a t the 'democratic 1 tone o f t h i s second argument 
i s l o s t i n t h e o v e r - a l l e f f e c t produced by the 
l i s t i n g o f t h e gre a t t r a d i t i o n s o f which R a v i l i o u s 
i s p a r t . 
k- t h i r d element i n t h e piece f u r t h e r 
obscures the democratic element i n the second element. 
This t h i r d element i s a s e n t i m e n t a l i s i n g o f the a r t i s t ; 
t he a r t i s t i s made, on t h e one hand u n r e a l , and, on 
the o t h e r , a f i g u r e b u i l t up i n t o something l a r g e r 
t h a n l i f e . Thus the phrase, "the scenes and images, 
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o f t h e i r lives' 1', and t h e statement t h a t the photo-
grapher " r e l i s h e s t he m a t e r i a l w o r l d " , and "loves 
the e a r t h , the people, where t h e y l i v e and the 
l i g h t which i l l u m i n a t e s the common round", a l l 
present a v e r y Vordsworthian image o f t h e a r t i s t 
responding t o t h e common and t h e rural« 
This form o f w r i t i n g about t h e a r t i s t I 
c a l l s e n t i m e n t a l i s a t i o n "because i t i s a form o f 
d e s c r i p t i o n t h a t can he c a l l e d ' r u r a l r o m a n t i c ' • 
R a v i l i o u s i s made out t o be, i n p a r t , of t h e s t u f f 
o f the e a r t h , and, i n p a r t , s p e c i a l l y responsive t o 
the "common round"*. Given t h i s s e n t i m e n t a l i s a t i o n 
o f R a v i l i o u s , t he a s s e r t i o n a l r e a d y quoted t h a t " I n 
a l l t h i s he i s no d i f f e r e n t from many" can "be seen 
as o n l y a p a r t o f t h a t v e r y process o f s e n t i m e n t a l -
i s a t i o n . 
Thus, w h i l e the w r i t i n g suggests t h a t 
photography i s a democratic a r t ( i . e . , done by many), 
a t t he same time the form o f words and the 
re f e r e n c e s t o t h e gre a t t r a d i t i o n , and the sentim e n t -
a l i s i n g of t h e a r t i s t b u i l d s up and r e i n f o r c e s a 
very d i f f e r e n t k i n d of p i c t u r e ; - R a v i l i o u s as a 
s p e c i a l k i n d o f man: an a r t i s t w i t h the camera, 
because o f h i s s p e c i a l g i f t s e 
This e x h i b i t i o n i s j u s t one example o f t h e 
s o r t s o f p r e s e n t a t i o n o f photography w i t h i n s m a l l 
e x h i b i t i o n s a l l across the country,, What i s s i g n i f -
i c a n t i s t h a t i t was, i n 197^> p o s s i b l e t o present 
photographs and t a l k about photography i n such terms. 
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Fax more s i g n i f i c a n t s o c i a l l y i n terms o f a p u r p o s e f u l 
i n t e r v e n t i o n i n photography as^ a r t was an A r t s 
C o u n c i l e x h i b i t i o n h e l d i n 1975c 
The Real Thing; 
The A r t s C o u n c i l E x h i b i t i o n , h e l d a t the 
Hayward G a l l e r y , was e n t i t l e d 'The Real T h i n g 1 . 
The e x h i b i t i o n was not 'about' something i n the sense 
t h a t an e x h i b i t i o n of o l d p r i n t s o f a l o c a l i t y are 
•'about' the l o c a l i t y , o r the j u s t c i t e d 'View from 
Beaford' e x h i b i t i o n was about N o r t h Devon.. Rather 
t h e A r t s C o u n c i l e x h i b i t i o n was about photographs. -
and e s s e n t i a l l y about many hundreds of photographs: 
t a k e n out o f t h e i r c o n t e x t o f use or away from any 
c l e a r 'purpose', and hung a l l t o g e t h e r i n a major 
a r t g a l l e r y (The Hayward)» 
Paul Overy^ r e v i e w i n g the Hayward e x h i b i t i o n 
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i n t h e Times commented on t h e t r a n s f o r m a t i o n o f 
photography i n t o a r t embodied i n such an e x h i b i t i o n : 
While i t i s good t h a t t h e photograph i s now 
being taken s e r i o u s l y , t h e r e i s also an i n c r e a s i n g 
danger t h a t i t w i l l be taken f o r something t h a t 
i t i s n o t . An ' A r t o b j e c t ' w i t h a h i g h monetary 
s t a t u s and r a r i t y v a l u e , which i s what o r i g i n a l 
n i n e t e e n t h - c e n t u r y photographic p r i n t s are 
becoming i n the sale~rooms.. 
Overy argued t h a t a more im p o r t n t event i n the 
h i s t o r y o f photography t h a n the d i s c o v e r y o f t h e 
methods f o r f i x i n g the image 
was t h e p e r f e c t i n g o f photomechanical r e p r o d u c t i o n 
a t the end of the n i n e t e e n t h c e n t u r y . This 
meant t h a t the image c o u l d be reproduced e n d l e s s l y 
And, he n o t e d , t h a t w i t h the i n v e n t i o n o f t h e Kodak 
w i t h i t s slogan, "You press t h e ^b u t t o n , we do the 
r e s t " , the photograph became something t h a t belonged 
t o everyoneo However, 
the e a s i e r photography has become, t h e more 
t h e r e has been a tendency t o i n t r o d u c e m y s t i f i c a -
t i o n t o ' p r o t e c t ' the p r o f e s s i o n a l s . (4-5; 
Marina Vaizey, r e v i e w i n g t h e same Hayward 
e x h i b i t i o n and o t h e r e x h i b i t i o n s o f photography i n 
the Sunday Times, took up t h e p o i n t o f how a 
photograph i s t o be looked a t , and t h e i m p l i c a t i o n s ; 
o f what was being done t o photography a t the A r t s 
C o u n c i l e x h i b i t i o n o - She p o i n t e d out t h a t 
Much of what i s on view was not meant t o be 
looked a t as framed, g l a z e d , w a l l - h a n g i n g p i c t u r e s 
b u t d e s t i n e d f o r f a m i l y albums, aide-memoires, 
o r documentary a r c h i v e s , p u b l i s h e d i n books, 
o r i n newspapers and magazines» (46) 
She noted t h a t i n t h e Hayward e x h i b i t i o n 
We don't see the l o o k o f the page and t h e way 
image combines w i t h t e x t * (47) 
For v i e w i n g photographs behind g l a s s , on 
a w a l l , i n a major a r t g a l l e r y , i n v o l v e d not merely 
t a k i n g the images from one c o n t e x t o f use t o another; 
i t i n v o l v e d r a t h e r t r a n s f o r m i n g t h e meaning of t h e 
image. The p a r t i c u l a r i t y and c o n t e x t o f the o r i g i n a l 
image was destroyed t h r o u g h the image b e i n g p l a c e d 
"with so many o t h e r s , and t h e images as photographs 
were a l l subordinated t o ' a r t ' . The f a c t t h a t the. 
e x h i b i t i o n was a major event i n the calendar o f t h e 
A r t s C o u n c i l of Great B r i t a i n o n l y emphasised t h i s * 
While the e x h i b i t i o n i t s e l f was a ' o n e - o f f 
event., t h e A r t s Council's e f f o r t s i n t h e f i e l d o f 
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photography have "been developed over t h e l a s t f o u r 
years t h r o u g h a s e r i e s o f g r a n t s ; 
I n -1976/771 f o r t he f o u r t h y e a r , t h e A r t s 
C o u n c i l i s r u n n i n g a programme of g r a n t s i n 
the f i e l d o f photography. The o v e r a l l aim 
i s t o a s s i s t i n the c o n t r i b u t i o n made by 
photography t o our c u l t u r e . (48)» 
The A r t s C o u n c i l al s o now has a s p e c i a l photography 
o f f i c e r . 
Photography and the A r t Market; 
As I have been i n d i c a t i n g i n t h i s c h a p t e r , 
th e e x i s t e n c e o f the a r t market, and t h e h i g h p r i c e s 
t h a t some a r t w i l l f e t c h , i s fundamental t o the. 
ex i s t e n c e o f the s o c i a l r e l a t i o n s and i d e o l o g y o f 
a r t today.. I n photography being c o n s t r u c t e d as, 
and accepted as, a r t , t h e r e f o r e , t h e t r a n s f o r m a t i o n 
o f photographs from being simply photographs t o 
be i n g a h i g h - p r i c e d commodity i s i m p o r t a n t . I t i s 
doubly i m p o r t a n t w i t h photographs, g i v e n t h a t t h e y 
are o f a l l media so s u b j e c t t o r e p r o d u c t i o n , and thus 
so u n l i k e l y t o be amenable t o being categorised. 
i n t o ' r a r e o r i g i n a l s r and 'mere r e p r o d u c t i o n s ' -
a d i v i s i o n so c e n t r a l t o the a r t market* As: 
Marina"Vaizey commented: 
Photography, c e r t a i n l y modern photography, i a 
i n f i n i t e l y r e p r o d u c i b l e ; why should p r i n t s be 
marketed almost as unique a r t o b j e c t s a t h i g h 
p r i c e s ? E x c l u s i v i t y , by p r i c e or j a r g o n , i s a 
v i c e photography can and should do w i t h o u t * (49) 
I t was i n 1975 t h a t the Government f i r s t 
used the powers vested i n i t t o put a temporary s t a y 
of e x p o r t on a r t t r e a s u r e s , i n r e l a t i o n t o photographs. 
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The 'work o f a r t ' i n q u e s t i o n was t h e 'Herschel 
Album' o f V i c t o r i a n p o r t r a i t s , by J u l i a Nargeret 
Cameron. The album contained 94 p i c t u r e s by 
Cameron, and needed £52,000 t o be purchased by t h e 
N a t i o n a l P o r t r a i t G a l l e r y . 
Helmut Gernscheim, one o f the world's 
l e a d i n g h i s t o r i a n s o f photography, was brought i n t o 
h e l p t h e campaign t o r a i s e the money, and i t i s t h e 
v a r y i n g f o r t u n e s o f h i s attempts t o g a i n r e c o g n i t i o n 
f o r 1 9 t h c e n t u r y photography t h a t i l l u s t r a t e s t he 
c o n s t r u c t i o n o f photography as. a r t i n r e c e n t y e a r s * 
Over a s e r i e s o f y e a r s , w h i l e r e s i d e n t i n 
B r i t a i n , Helmut Gernscheim c o l l e c t e d , ra p r i c e l e s s 
c o l l e c t i o n o f h i s t o r i c photographs compared t o which 
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the present album pales i n importance"* Gernscheim's 
c o l l e c t i o n c o ntained 240 Cameron p o r t r a i t s , 
33*000 photographs, 4,000 albums, and v a r i o u s h i s t o r i c a l 
cameras and pieces o f equipment. Between 1951 and 
1964 Gernscheim attempted t o g i v e t h e c o l l e c t i o n , t o 
the B r i t i s h n a t i o n * No s u i t a b l e home was found:, 
and i n 1964 he l e f t England, and t h e c o l l e c t i o n 
went t o the U n i v e r s i t y o f Texas<> 
Something t h e r e f o r e happened between 
1964 and 1 9 7 5 s something which t h e n a t i o n c o u l d n o t 
a f f o r d t o house i f g i v e n f r e e , had become something 
w o r t h buying a t g r e a t expense i n small q u a n t i t i e s 0 
I quoted Paul Overy e a r l i e r saying t h a t 
While i t i s good t h a t t h e photograph i s now 
being taken s e r i o u s l y , t h e r e i s a l s o an i n c r e a s i n g 
danger t h a t i t w i l l be ta k e n f o r something t h a t 
i t i s n o t . An ' a r t o b j e c t ' w i t h a h i g h 
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monetary s t a t u s and r a r i t y v a l u e , which i s what 
o r i g i n a l n i n e t e e n t h - c e n t u r y photographic p r i n t s 
are "becoming i n t h e s a l e room, ( 5 1 ) 
I t might be t r u e t o say, however, t h a t b eing taken 
" s e r i o u s l y " and being transformed i n t o h i g h - p r i c e d 
commodities are a t present one and the same t h i n g * 
How many good copies o f t h e Margeret Cameron 
p o r t r a i t s c o u l d have been made f o r t h e N a t i o n a l 
G a l l e r y ' s £ 5 2 , 0 0 0 ? The c o p i e s , however, would n o t 
have been o r i g i n a l s , and even though the copies 
c o u l d have been d i s t r i b u t e d a l l around the B r i t i s h 
I s l e s , so t h a t many m i l l i o n s o f people c o u l d have 
seen them, would i t have been the same i f t h e 
copy was o n l y worth a few pounds? 
The Consequences of Photography Becoming A r t 
I d i s t i n g u i s h e d e a r l i e r t h e uses o f 
photography as i n f o r m a t i o n , communication, r e c o r d , 
document, and so f o r t h , f r o m the e x i s t e n c e o f 
photography as a r t o I mentioned f u r t h e r m o r e the 
exte n s i v e use o f o l d photographs i n l o c a l museums 
i n e x h i b i t i o n s of l o c a l s o c i a l and h i s t o r i c a l 
i n t e r e s t o 
A p o s s i b l e e f f e c t o f - photography being 
c o n s t r u c t e d as a r t was i n d i c a t e d i n an e d i t o r i a l by 
E l s p e t h King o f the 'People's Palace Museum. Glasow, 
p u b l i s h e d i n ''Mag News' ( t h e magazine o f the. 
Museum A s s i s t a n t s Group) o f March 1 9 7 6 , She i n d i c a t e d 
t h a t , 
a. London—based Sunday newspaper i s c u r r e n t l y 
b e w a i l i n g the f a c t t h a t t h e r e i s no " N a t i o n a l " 
(London?) Museum o f Photography, and i s i n v i t i n g 
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readers t o send i n t h e i r photographs f o r 
p u b l i c a t i o n , and u l t i m a t e l y f o r the c o l l e c t i o n s 
o f t he N a t i o n a l P o r t r a i t G a l l e r y , There are 
two b i g inducements f o r readers t o do so: 
£ 2 5 cash f o r photographs p u b l i s h e d , and t h e 
f a c t t h a t "some w i l l be ac q u i r e d by the 
NPG and w i l l e v e n t u a l l y be p a r t o f B r i t a i n ' s 
h i s t o r i c a l h e r i t a g e , " 
I t i s i n t e r e s t i n g t h a t , i n t h e newspaper she quotes, 
the photographs o n l y become p a r t o f B r i t a i n ' s 
h i s t o r i c a l h e r i t a g e when i n a museum0 However, 
she p o i n t s out t h a t 
The a r t i c l e pre-supposes t h a t ( 1 ) l o c a l museums 
have no i n t e r e s t i n p r e s e r v i n g photographs i n 
t h e i r own areas ( 2 ) we are a l l i g n o r a n t of t h e 
s o c i a l h i s t o r y value (here equated w i t h 
cash) o f o l d photographs ( 3 ) o n l y i n London 
can such a c o l l e c t i o n be considered as " p a r t 
o f B r i t a i n ' s h i s t o r i c a l h e r i t a g e . 1 " 
Rather a n g r i l y , t h e r e f o r e , she i n d i c a t e s t he 
consequences o f the newspapers campaign and any 
p o s s i b l e establishment o f a- ' n a t i o n a l ' (London) 
photographic museum f o r the p r o v i n c i a l museum: 
good photographs from p a r t i c u l a r areas w i l l 
be consumed by a n a t i o n a l museum. What l o c a l 
museum can o f f e r £ 2 5 and momentary fame i n a 
Sunday supplement? I n the event, p r o t e s t w i l l 
p r obably be fobbed o f f w i t h promises of 
t e m p o r a r y / t r a v e l l i n g e x h i b i t i o n s and copies 
( a t a p r i c e ) . The q u e s t i o n o f c o p y r i g h t and 
r e p r o d u c t i o n fees w i l l r a i s e i t s u g l y head, 
time and again. As regards l o c a l knowledge 
of topography and a r c h i t e c t u r e , who i n t h e 
NPG can declare what i s i m p o r t a n t t o Dundee, 
Doncaster, Derry o r Denbigh? Photographs 
r e j e c t e d by the NPG as being not o f s u f f i c i e n t 
q u a l i t y , may be o f tremendous s i g n i f i c a n c e i n 
l o c a l h i s t o r y terms. ( 5 2 ) 
The r o o t of her problem i s t h a t photography 
had become a r t , and, i n becoming a r t , i t had become 
a commodity w i t h a h i g h monetary v a l u e . 
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Her problem, i t c o u l d a l s o be s a i d , 
i s maintained and aggravated l a r g e l y by two f a c t o r s * 
The f i r s t i s the existe n c e o f s t a t e involvement i n 
the a r t s . The s t a t e , as t h e major p a t r o n o f t h e 
a r t s , p r o m o t e s , r e i n f o r c e s and reproduces the s o c i a l 
r e l a t i o n s w i t h i n which a r t e x i s t s as something 
p r e s t i g i o u s and o f 'our n a t i o n a l h e r i t a g e ' . The 
s t a t e ' s i n t e r v e n t i o n i n a r t was o f assistance i n 
t r a n s f o r m i n g photography i n t o a r t ( t h r o u g h such 
e x h i b i t i o n s as the A r t s C o u n c i l ' s 1!he Real T h i n g ' ) . 
F i n a l l y , i n as: f a r as photography becomes a r t , 
i t i s t h e s t a t e through t h e N a t i o n a l P o r t r a i t 
G a l l e r y (and any o t h e r s p e c i a l i s t i n s t i t u t i o n t h a t 
may be set up) which takes the product now defined: 
a s a r t and ' p r o t e c t s ' and 'conserves' i t through 
c o l l e c t i n g and s t o r i n g i t i n the p r e s t i g e c e n t r e s , 
which 'happen' t o be i n London. Whatever l o c a l 
uses t h e product now d e f i n e d as a r t may have had, i t 
has become too v a l u a b l e t o be l e f t i n the p r o c i n c e a , 
where an i n s u f f i c i e n t number o f people w i l l see i t , 
and where s u f f i c i e n t f a c i l i t i e s do not e x i s t (so 
i t might be argued) t o l o o k a f t e r t he products now 
d e f i n e d as art» 
The second f a c t o r t h a t m a i n t a i n s and 
aggravates E l s p e t h King's problem i s the a r t market. 
I t i s thr o u g h the e x i s t e n c e o f t h e a r t market 
t h a t t h e photographs o f s o c i a l and h i s t o r i c a l use; 
i n t h e i r l o c a l i t y had become too v a l u a b l e and specdad 
t o remain mere documents© I f photography had become 
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an a r t f o r m , and i f , t h e r e f o r e , c e r t a i n photographs 
must be examples o f the h i g h e s t peaks o f t h a t 
a r t form, t h e n also i t must be t h a t t h e a e s t h e t i c : 
m e r i t s o f c e r t a i n photographs must be measurable 
i n monetary terms« And, w h i l e o n l y c e r t a i n 
photographs, such as those by Cameron, are r e a l l y 
v a l u a b l e ( £ 5 2 , 0 0 0 f o r an album o f 9 4 ) i t a l s o f o l l o w s , 
a ccording t o the p r a c t i c e s o f the a r t market, t h a t 
a l l o t h e r photographs o f t h a t s o r t become i n some 
sense a r t , and t h e r e f o r e o l d photographs become w o r t h 
something - perhaps the £ 2 5 the Sunday paper was, 
prepared t o pay 6 
The A u t h e n t i c Work o f A r t 
Jean Duvignaud, i n h i s book, 'The Sociology 
o f A r t ' , discusses^ and o f f e r s us a d e f i n i t i o n o f 
the ' a u t h e n t i c ' work o f a r t . He argues t h a t 
i t depends on two f a c t o r s ; the f o r c e o f 
c o n v i c t i o n i n a work ( b e a r i n g i n mind i t s 
e x p l i c i t aims) and i t s detachment from f i n a n c i a l , 
i d e o l o g i c a l and p o l i t i c a l concerns - i n o t h e r 
words, the a u t h e n t i c work o f a r t cannot serve 
as a j u s t i f i c a t i o n f o r any o t h e r a c t i v i t y 
except Itself„ ( 5 4 ) 
I t i s a common assumption, i n f a c t , t h a t a r t i s 
something which i s a p p r e c i a t e d f o r " i t s own sake 0 
I have a l r e a d y c r i t i c i s e d Duvignaud f o r h i s i d e o l o g i c a l 
stance, and the sencs i n which his s o c i o l o g y bears 
l i t t l e r e l a t i o n t o observable d a t a * I b e l i e v e , 
however, t h a t our examination o f t h e a r t market, 
and o f E l s p e t h King's e d i t o r i a l , i n d i c a t e c l e a r l y 
t h a t - i t i s not as a r t t h a t something i s f r e e f r o m 
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i d e o l o g i c a l , p o l i t i c a l and f i n a n c i a l concerns: r a t h e r , 
t h e o p p o s i t e * I t i s when photographs ( o r o t h e r 
p r o d u c t s ) become d e f i n e d as a r t t h a t they become 
i n t i m a t e l y bound up w i t h f i n a n c i a l , p o l i t i c a l and 
i d e o l o g i c a l concerns. E l s p e t h King's problem was 
t h a t photographs as a r t cease being j u s t photographs; 
a p e r s o n a l document ceases b e i n g a personal document; 
a p o r t r a i t ceases being a p o r t r a i t ; and a photograph 
o f an o l d lady i n a Glasgow s t r e e t ceases b e i n g 
s i m p l y t h a t e 
Conclusions 
I n t h i s chapter I have attempted s e v e r a l 
t h i n g s . 
F i r s t , t o i n d i c a t e a r e l a t i o n between t h e 
i d e o l o g y o f a r t (as v a l u e , as i n t e l l e c t u a l and 
a e s t h e t i c experience, as something s p e c i a l and r a r e , 
and as an form of thought a p p r o p r i a t e t o the r u l i n g 
c l a sses o f 20t h c e n t u r y B r i t a i n ) and the e x i s t e n c e 
o f the a r t market. 
Second, I have attempted t o demonstrate 
t h a t t h e r e i s i m p l i c i t i n t h e a r t market a r e j e c t i o n 
o f a l a r g e p a r t o f the work o f l i v i n g a r t i s t s now 
producing a r t . The ex i s t e n c e o f the a r t market, 
t h a t i s , i s i n t i m a t e l y bound up w i t h the c o n s t r u c t i o n 
o f a h i e r a r c h y o f good, l e s s good and bad, among 
a r t i s t s . T his h i e r a r c h y i s s a i d t o r e l a t e t o 
a r t i s t i c m e r i t 9 because t h e p r i c e s of the a r t market 
are s a i d t o be a r e f l e c t i o n o f s p i r i t u a l and/or 
a e s t h e t i c v a l u e . 
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T h i r d , I have i n d i c a t e d t h e manner i n 
which a r e j e c t i o n o f the p o s s i b i l i t i e s o f r e p r o d u c t i o n 
o f images i s i m p l i c i t i n t h e a r t market - t h e a r t 
market, i n f a c t , embodying a r e j e c t i o n o f t h e 'image' 
i n f a v o u r o f the o r i g i n a l piece o f m a t e r i a l on which 
t h e image happens t o bee-
F o u r t h , through examining photography, 
I have t r i e d t o show how a set of o b j e c t s can come 
t o be transformed i n t o ( d e f i n e d , o r c o n s t r u c t e d , asO 
a r t , and what the consequences o f such a t r a n s f o r m a t i o n 
are© 
I n chapter two of t h i s t h e s i s , when 
p r e s e n t i n g W i l l i a m M o r r i s ' s a n a l y s i s , we noted t h e 
way i n which a r t had been c o n s t r u c t e d as p a r t o f the. 
d i v i s i o n o f labour i n s o c i e t y , and how t h e i d e o l o g y 
o f a r t negated the c r e a t i v i t y p o s s i b l e i n o t h e r 
work. That i s , t h a t which i s not a r t i s t i c 
cannot be c r e a t i v e and i n t e l l e c t u a l : i t must, 
t h e r e f o r e , be menial and manual* 
I t can be seen how the values o f t h e a r t 
market r e i n f o r c e and reproduce such r e l a t i o n s 0 
For, i f Rembrandt, or Picasso, o r Su t h e r l a n d can 
produce i n such a space~o~f time something which i s 
now recognised as being worth so much, how much 
g r e a t e r they must be ( i t appears) t h a n those who cannot 
do t h e same, or whose products w i l l n ot f e t c h t h e 
same price© The same a p p l i e s t o t h e o r d i n a r y 
p a i n t e r , who f i n d s i t h a r d t o s e l l h i s work f o r 
£20 t o £40, w h i l e the g r e a t masters s e l l f o r £20,000 
t o £400,000, and more<> 
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Chapter Eight 
The Ideology of Art:, and the Working Classes-
Art as S o c i a l Control 
One could consider the decli n i n g p o s i t i o n 
of the Royal Academy as an i n d i c a t o r of the dec-
reasing power of the a r t i s t over what i s to be a r t . 
I n the nineteenth century the Academy, as a body 
comprising the self-chosen leading a r t i s t s (the 
e l i t e ) occupied the po s i t i o n now taken by the A r t s 
Council of Great B r i t a i n ( a body of administrators 
and o f f i c i a l s who only "consult" a r t i s t s ) . As we 
saw e a r l i e r , however, the Royal Academy, as with the 
Arts Council, can be considered as an aspect of the 
s t a t e , and as a body f o r defining, promoting and 
str u c t u r i n g what i s to be a r t and what a r t i s i n 
a 'public' sense. 
My aim i n considering the development of 
the s t a t e i n r e l a t i o n to a r t , through the 19"th and 
20th c e n t u r i e s , was, i n part, to ind i c a t e the sense-
i n which the ideology of a r t e x i s t s and existed as 
a form of id e o l o g i c a l incorporation of the working 
c l a s s e s : a manner of defining experience and the 
worldt a; way of defining work, l e i s u r e , c r e a t i v i t y , 
human values, and so f o r t h , i n a sense appropriate:' 
to the r u l i n g c l a s s e s of 19"th and 20th century 
B r i t a i n . 
I have s t r e s s e d how the ideology of a r t 
operates both as a form of inco r p o r a t i o n / i n c l u s i o n , 
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and as a form of r e j e c t i o n / e x c l u s i o n ~ the l a t t e r i n 
the sense that pinnacles of a r t i s t i c performance and 
expertise were and are constructed as being beyond 
the everyday, and beyond most people, but, nevertheless, 
as being r e p r e s e n t i t i v e of what l i f e could and 
should be about: what c i v i l i s a t i o n i s and was; 
about: and what the achievement of the past and of 
the 'greatest minds' has been. 
The ideology of a r t a c t s , therefore, both 
to include people at one l e v e l (by attemtping to 
construct c e r t a i n common d e f i n i t i o n s of the world), 
and to exclude at another l e v e l , (by creating pinnacles 
of achievement and experience beyond the ordinary -
by d e f i n i t i o n requiring s p e c i a l s e n s i t i v i t y , s k i l l 
and genius). 
I n the context of modern B r i t i s h s o c i a l 
democracy, the experience of a r t i s offered as being 
'for a l l ' ( p u b l i c ) ; i n as f a r as t h i s s o c i a l 
democracy i s a c l a s s divided s o c i e t y , however, this; 
experience i s denied to a l i o And, because t h i s 
i s a c l a s s divided society t h i s o f f e r i n g 'for a l l ' 
i s also a way of defining 'for a l l ' from above. 
Thus there, i s an offering and a with-holding: 
a tempting and a d e n i a l . 
I n as f a r as the ideology of a r t i s a form 
of s o c i a l control, therefore, i t i s 'control' not 
because of the extent of p a r t i c i p a t i o n i n a r t , or 
on account of the numbers who consume a r t , but 
rather because most people accept the ideology of 
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a r t (and the existence of a r t as at present orga-
nised) as legitimate; they accept i t as a 'good 
thing', even i f they do not personally care for i t . 
That i s , i f the ideology of and existence of a r t i s 
to operate as a form of s o c i a l c o n t r o l , i t can 
do so i n as f a r as i t i s generally considered that: 
the experts, connoisseurs, c r i t i c s , administrators, 
c o l l e c t o r s , and cultured, are r i g h t to revere t h e i r 
a r t , and to t a l k about i t and experience i t i n the 
ways they do. 
P a r t i c i p a t i o n and Legitimation 
I n considering the question of l a c k of 
working c l a s s p a r t i c i p a t i o n i n the experience of 
a r t , there are, therefore, two separate issues.. 
F i r s t , there i s the i s s u e of the numbers who 
• p a r t i c i p a t e ' . The Arts Council would, according 
to i t s p u b l i c i t y , l i k e greater public p a r t i c i p a t i o n 
i n the sense of l a r g e r numbers taking advantage of 
offered access. Second, however, there i s the 
i s s u e of the extent to which the legitimacy of the 
existence of a r t (and associated s o c i a l r e l a t i o n s 
and ideologies) i s accepted, and accepted as part 
of the general d i v i s i o n of labour, and d i v i s i o n of 
power, and d i v i s i o n of educational opportunity. 
The sense i n which the aim of the Arts 
Council includes the incorporation of the working 
c l a s s e s into a pre-defined way of thinking and 
understanding the world was made c l e a r by P a t r i c k 
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Gibson, chairman of the Arts Council: 
I f we are to remain a coherent s o c i e t y with 
common aims and shared values we must t r y to 
create a world i n which we are brought together 
by shared experience. The a r t s can have t h i s 
unifying e f f e c t , because they can provide 
bridges between people of d i f f e r e n t backgrounds, 
through shared a r t i s t i c experience„ I believe 
t h i s i s the fundamental j u s t i f i c a t i o n f or what, 
we are a l l t r y i n g to do through state patronage 
of the a r t s . (2) . 
This statement of p o l i c y expresses very c l e a r l y 
the idea of incorporation of others through the 
defining of experience. Art becomes, i n t h i s 
formulation, e x p l i c i t l y a p o l i t i c a l t o o l ( p o l i t i c a l 
i n the sense that i t i s used by one group i n power 
to soften or le s s e n the antagonism between those 
i n power or benefiting from a system, and those 
governed or not benefiting from a system, when these 
two groups r e l a t e d i f f e r e n t i a l l y to the means of 
production, and the ownership of wealth and exe r c i s e 
of power.) 
Note i n Gibson's statement the d i f f e r e n t 
uses of the f i r s t person p l u r a l , "We1". F i r s t t 
"We must t r y to create a world": t h i s speech i s 
delivered to a Regional Studies Association conference 
comprising people concerned with the a r t s and regional 
p o l i c y , and involving speakers from l o c a l and c e n t r a l 
state agencies, the regional a r t s a s s o c i a t i o n s , 
and the mass media of communication. The "we" can 
only be these people — the c o n t r o l l e r s of a r t i s t i c 
patronage and production. Second: na. world i n 
which we are brought together by shared experience." 
This "we" i s c l e a r l y a "we" that includes the common 
4:50 
people: i t i s the "we" for whom the f i r s t group 
r e f e r r e d to as "we" (the state and mass media of 
communication and regional a s s o c i a t i o n s ) were to 
"create" a world. Third: " t h i s i s the fundamental 
j u s t i f i c a t i o n f or what we are a l l t r y i n g to do through 
state patronage of the a r t s . " This "we" i s the 
same as the "we" i n the f i r s t usage: i t i s the "we? 
who do the creating of a world, and not the "we"; 
who come together f o r the created shared experience* 
Thus the use of the same word disguis e s 
two d i f f e r e n t groups. There are the creators of 
experience to be shared, and there are those 
brought together with the creators to share i t (and 
note the creators i n the "we must t r y to create a 
world" seem to be the administrators and organizers 
of s t a t e p o l i c y - not the a r t i s t s ) • The a r t s thus; 
created are to have a "unifying e f f e c t " upon people.: 
from d i f f e r e n t "backgrounds". 
For P a t r i c k Gibson, therefore, a r t can 
overcome differences of background: we noted e a r l i e r 
the sense i n which also for Jennie Lee a r t could 
overcome outmoded concepts of c l a s s , and f o r Norman 
St.John Stevas a r t could a s s i s t , unify and b u i l d 
morale i n times of economic stringency. A l l these 
formulations come to the same thing: a r t con be 
used as a means of s o c i a l control and bring those 
who are not l i k e "us"! to at l e a s t share an experience 
given to them by "us". 
Lord Goodman, as chairman of the Arts 
4^1 
Council, expressed the idea of s o c i a l control i n 
terms of "capture".His formulation i s reminiscent 
of discussions of r e l i g i o n as a form of s o c i a l 
c o n t r o l : 
I "believe that there i s a c r u c i a l s t a te i n the 
country at t h i s moment, I believe that young 
people lack values, lack c e r t a i n t i e s , l a c k 
guidance; that they need something to turn to; 
and need i t more desperately than they have 
needed i t at any time i n our h i s t o r y — -
c e r t a i n l y , at any time which I can r e c o l l e c t . 
I do not say that the Arts w i l l f u r n i s h a 
t o t a l solution, but I believe that once young 
people are captured for the Arts they are redeemed 
from many of the dangers which confront them 
at the moment and which have been occupying 
the attention of the Government i n a completely 
unprofitable and destructive fashion. I 
believe that here we have constructive work to 
do which can be of inestimable value.(3) 
Art here i s not simply, as with Gibson, a way of 
defining experience: rather i t i s a p o s i t i v e 
anti-dote to perceived s o c i a l problems, defined i n 
generational terms« 
Lack of P a r t i c i p a t i o n 
I t i s one thing, however, to t a l k about 
capturing people, or defining t h e i r experiences; i t 
i s another thing to get them together to have t h e i r 
experience defined, or to be captured. Lord Goodman 
was perhaps thinking of the p o s s i b i l i t i e s i n schools -
there the audience i s c e r t a i n l y ' c a p t i v e 1 i f not 
n e c e s s a r i l y 'captured; 1. Gibson, however, was t a l k i n g 
i n more general terms. 
What evidence there i s i n d i c a t e s that 
i n general i n matters of a r t s consumption the working 
c l a s s e s are conspicuous by t h e i r absence. ^arck 
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Blaug and Karen King, i n d i s c u s s i n g the e f f e c t i v e n e s s 
of the Arts Council, point out that 
the evidence continues to point overwhelmingly 
to an educated, middle c l a s s audience, with a 
conspicuous absence of the working c l a s s . The. 
composition of audiences cannot have changed 
s i g n i f i c a n t l y during the past 28 years of the 
council's existence. Nor i s there any i n d i c a t i o n 
that a change i s i n the making. Even i f i t 
were, the council would hardly be aware of i t . 
I t has commissioned only three audience surveys 
i n i t s entire h i s t o r y , a l l of which date from 
the l a t e 1960s, and the only comprehensive 
survey of -London audiences was i n f a c t under-
taken p r i v a t e l y by two Americans. 
Furthermore, the r t s Council's 1969 'Report on 
Opera and B a l l e t ' 
contains r e s u l t s of surveys c a r r i e d out i n 
Leeds and Glasgow, and at Sadler's Wells i n 
London, which showed an average of 5 per cent 
of the audience to be manual workers. But 
the same report b l i t h e l y t a l k s of opera and 
b a l l e t a t t r a c t i n g a growing audience from a. 
cr o s s - s e c t i o n of the community; ( 4 ) . 
An example of an a r t s organisation which 
l a i d great s t r e s s on a t t r a c t i n g the young i n general 
( a l a Lord Goodman), but which f a i l e d to gain 
general working c l a s s involvement, i s 'The Midlands, 
5 
Arts Centre for Young People'. This centre, 
standing on a 15 acre s i t e i n c e n t r a l Birmingham, 
and catering for the whole Midlands area, has clos e 
contact with schools, and runs a v a r i e t y of a c t i v i t i e s 
of both the mainstream a r t s type, and of the Jazz 
or f o l k music type. F i n a n c i a l l y the centre i s very 
unusual, since by May 1968, of h a l f a m i l l i o n pounds 
spent, only ten per cent had come from c e n t r a l 
government, and only f i f t e e n per cent from l o c a l 
government 0 
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While by many c r i t e r i a the centre has been 
a great success, c r i t i c i s m has been voiced over the 
c l a s s composition of membership: 
the most s u b s t a n t i a l c r i t i c i s m has been that 
the centre's membership c o n s i s t s l a r g e l y of 
the already i n t e r e s t e d and to a c e r t a i n extent 
catered-for c h i l d r e n of pro f e s s i o n a l people 
very r a r e l y of c h i l d r e n from a working class-, 
background, new to the a r t s 0 (6) 
Green and Wilding argue that the f a i l u r e at t h i s 
l e v e l was not through want of t r y i n g : rather: 
The b a r r i e r to working-class p a r t i c i p a t i o n i s 
that j o i n i n g the centre involves a s s i m i l a t i n g , 
and probably conforming to, a whole middle-class 
atyle; o£ l i f e , a set of values: an<L manners, en-
t i r e l y foreign to the home environment o. I t must; 
appear that t h i s gap can be overcome only on 
middle-class terms. (7) 
This lack of working c l a s s involvement, or 
p a r t i c i p a t i o n , i n d i c a t e s that on one l e v e l the 
ideology of a r t and the state sponsorship of a r t , 
does not work: people do not become incorporated 
as consumers of a r t i s t i c s p ectacle. However, while 
not p a r t i c i p a t i n g as consumers,; people may nevertheless 
accept the 'rightness' of that which they do not 
p a r t i c i p a t e i n ; i n f a c t they may not only accept 
i s as r i g h t 5 . but see i t as being something worthwhile 
i n a higher sense than that which they themselves 
are involved in© 
The Ideology of Art as Legitimating the Status Quo 
Very l i t t l e work has been done on working 
c l a s s l e i s u r e a c t i v i t i e s , and why, for various 
reasons, the working c l a s s e s i n general do not 
p a r t i c i p a t e i n c e r t a i n a c t i v i t i e s . Lynn P. Pearson 
4£4 
has noted, however, a tendency for considerations 
of l e i s u r e a c t i v i t i e s among the working c l a s s e s to 
be written about i n an often derogatory manner -
implying passive consumption. Arguing from the 
r e s u l t s of a small interview survey c a r r i e d out i n 
the Birmingham area she suggests that not only i s 
t h i s view wrong, but that other f a c t o r s are of 
immediate importance. These include both the 
exhaustion of phys i c a l labour and c h i l d r e a r i n g , 
and the average wage of the f a m i l i e s interviewed, 
(£40 a week). 8 
Of p a r t i c u l a r i n t e r e s t for our purposes 
was that she noted among her interviewees a 
frequent a l l u s i o n to the idea that they 'did nothing' 
with t h e i r l e i s u r e time. This 'doing nothing' 
she suggested was a concept derived from outside 
t h e i r experience, and r e l a t i n g to ideas i n the press 
and media, (and, we might add, deriving from the 
values communicated i n t h e i r educational experience). 
I t can be seen that such an idea r e l a t e s to the kinds 
of statements on a r t we have considered, i n which 
i t i s implied or stated that involvement i n a r t 
i s a p o s i t i v e , constructive, or u s e f u l a l t e r n a t i v e 
to l e s s valuable forms of a c t i v i t y . Lynn P. 
Pearson concludes that: 
Although i t would seem that both the Arts 
Council and the Sports Council spend a great 
deal of such people's money i n promoting and 
subsi d i s i n g a c t i v i t i e s i n which they /those 
interviewed for her survev/ are not i n t e r e s t e d , 
or for one reason or another cannot use, 
nearly everyone interviewed thought sports 
centres, theatres and such l i k e were "a good 
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thing 1". . • . The respondents, i n t h i s small 
study at l e a s t , seemed to he resigned to a 
s i t u a t i o n i n which t h e i r forms of l e i s u r e would 
not he promoted or subsidised and they would 
have to make the best of i t . ( 9 ) 
While Lynn F. Pearson's survey was l i m i t e d 
i n s c a l e , and therefore not conclusive, her r e s u l t s 
do conform to what we would expectj i f my a n a l y s i s 
of the place of a r t and the ideology of a r t within 
the d i v i s i o n of labour and the s o c i a l r e l a t i o n s of 
B r i t i s h s o c i e t y , were c o r r e c t . Both the st a t e 
agencies promoting a r t , and the a r t market examined 
i n the l a s t chapter, embody d e f i n i t i o n s of l i f e , 
experience, c r e a t i v i t y , and the p o s i t i v e a s p i r a t i o n s 
of men and women. The ideologies and s o c i a l r e l a t i o n s 
of a r t exclude the mass of the population, arid yet 
that which i s defined as being s p e c i a l , i s offered 
f o r passive consumption: that which i s defined as 
being not s p e c i a l ("the common round") i s defined 
as non cr e a t i v e and l e s s valuable. I f these ideologies 
are accepted, we would .expect generally negative 
s e l f - d e f i n i t i o n s as a response to a survey on 
l e i s u r e a c t i v i t i e s . 
Being Active, and Being Passive 
E a r l i e r I quoted Lord Goodman as claiming 
that 
once young people are captured for the Arts 
they are redeemed from many of the dangers 
which confront them at the moment. (10) 
I t i s i n fa c t a common feature of discussions on 
the extent of public (working c l a s s ) involvement i n 
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the a r t s (when, such la c k of involvement i s viewed 
as problematic) that e i t h e r developments or expansions 
i n the education sphere are argued f o r . I t has 
been generally noted, however, t h a t , despite the 
expansion of f a c i l i t i e s i n the schools over the 
past t h i r t y years, there does not seem to have been 
a dramatic r i s e i n involvement ( e s p e c i a l l y working 
c l a s s involvement) i n the a r t s at the adult l e v e l , 
t h i s being an involvement which should follox^ through 
as the generations age, i f the problem i s a generational 
one ( a s we noted i n chapter s i x i t was seen, by 
many, to be)« 
The idea that greater child-involvement 
i n a r t while at school w i l l lead to greater use of 
and p a r t i c i p a t i o n i n a r t s f a c i l i t i e s i n l a t e r l i f e , 
i s , however, based on a b a s i c misunderstanding of 
the a c t i v i t i e s offered to the adult and to the 
c h i l d 0 
The c h i l d at school i s offered a c l a s s 
s i t u a t i o n i n which, as 'painter', he i s the 'doer' 
and the maker. He i s , i n the senses emphasised by 
William Morris, the c o n t r o l l e r of h i s product, and 
the shaper of h i s environment* 
The provision of g a l l e r i e s , t h e a t r e s , and 
a r t s centres for the adult i s something e n t i r e l y 
differento Here the adult i s not the maker (the 
'doer'), but the consumer. I n the g a l l e r y the 
adult views the works of other people. These works, 
are, moreover, selec t e d by other people and judged 
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worth displaying according to the standards and 
judgements of other people. 
Art education i n schools has been extensively 
l i b e r a l i s e d since the l a s t war. The c h i l d thus 
has a great degree of freedom as maker, c o n t r o l l e r , 
and constructor. He or she i s the c r e a t o r . The 
adult s i t u a t i o n when viewing paintings i n a g a l l e r y , 
however, i s more akin to conventional teaching of 
E n g l i s h l i t e r a t u r e , where the c h i l d i s offered 
somone e l s e ' s notions of excellence, s e n s i t i v i t y , and 
appreciation. With E n g l i s h l i t e r a t u r e the c h i l d 
may be encouraged to be a c r i t i c a l consumer, but 
he remains, nevertheless, a consumer. 
With theatre we may note a s i m i l a r s i t u a t i o n * 
School productions involve the students themselves:, 
and, f or those who are 'audience' there i s a closeness 
of contact with the performer. By contrast as 
an adult the c h i l d enters a world dominated by the 
prof e s s i o n a l - the unknown expert. The performer 
i s only brought c l o s e r to the audience through the 
•s t a r ' system, which operates i n a double sense, 
i n t h a t , through making c e r t a i n actors ' s t a r s ' 
they are both brought into being as everday ' p e r s o n a l i t i e s ' 
and, at the same time, removed from everyday experience 
through the inf l a t i o n , of those p e r s o n a l i t i e s to 
a l e v e l above or separate from the everyday. 
Being the consumer or audience f or the 
Arts Council, or for the a r t market, involves being 
'cultured'. Being 'cultured' i s to be educated 
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and s e n s i t i v e and knowledgable i n a p a r t i c u l a r way* 
T h i s p a r t i c u l a r way does not i n v o l v e making c u l t u r e . 
I t i n v o l v e s o n l y consuming c u l t u r e . The c h i l d , 
"by c o n t r a s t , as p a i n t e r o r performer a t a p l a y , 
doea not have to be c u l t u r e d : he s i m p l y has t o do 
and produce. He i s a c t i v e r a t h e r than p a s s i v e . 
A p p r e c i a t i n g the ' n a t i o n a l ' c u l t u r e promoted by the 
A r t s C o u n c i l i n v o l v e s being p a s s i v e - being a consumer. 
P a i n t i n g a p i c t u r e , or performing a p l a y , i s to be 
a c t i v e and a producer. 
We co u l d extend the d i s t i n c t i o n between 
' a c t i v e 1 and ' p a s s i v e ' to cover t h e g e n e r a l arguments 
of t h i s t h e s i s . I n such terms we would be d i s c u s s i n g 
the t r a n s f o r m a t i o n of c r e a t i v i t y from being an 
a c t i v e p a r t o f making and doing many t h i n g s i n 
pre - R e n a i s s a n c e Europe, to be i n g a r t - a p a r t i c u l a r 
s p e c i a l i s m to be produced by a few and p a s s i v e l y 
consumed by o t h e r s . The f a i l u r e t o understand the 
d i f f e r e n c e between being a c t i v e and being p a s s i v e , 
i n the a r t s i s a t the r o o t of t h e g e n e r a l f a i l u r e to 
understand why the involvement of the working c l a s s e s 
i n a r t a t s c h o o l does not extend i n t o a d u l t l i f e . 
__The i s s u e , as W i l l i a m M o r r i s made so c l e a r , i s one 
of c o n t r o l , and l a c k of c o n t r o l . I t i s h a r d l y 
a p p r o p r i a t e to d e s c r i b e people as being a p a t h e t i c , 
when a l l they a r e be i n g asked to be i n the f i r s t 
p l a c e i s p a s s i v e . 
Chapter Nine-. 
The P o s i t i o n of the Producer 
The Purpose of t h i s Chapter 
The account of the s o c i a l c o n s t r u c t i o n of 
a r t p r e s e n t e d i n t h i s study f o ^ i s s e s d e l i b e r a t e l y 
on the r u l i n g c l a s s , the s t a t e , and the a r t market^ 
i n 19"th and 2 0 t h c e n t u r y B r i t a i n , s i n c e i t i s b e i n g 
argued t h a t the d e f i n i n g and s o c i a l l y making p o s s i b l e , 
of a r t , c r a f t and d e s i g n , as concepts and p r a c t i c e s ' , 
i s l o c a t e d i n the s e t s of r e l a t i o n s dominated by the 
major a g e n c i e s of the s t a t e , the a r t market, and 
the r u l i n g c l a s s e s : , and t h a t , i n .respect of the 
d e f i n i n g and u s i n g and approp.riation of a r t , the 
m a j o r i t y of the people, i n c l u d i n g the producers, of 
a r t , are i n a s i t u a t i o n of having to cope w i t h c r 
maJke c h o i c e s w i t h i n a range of p o s s i b i l i t i e s d e f i n e d 
w i t h i n the dominant s o c i a l r e l a t i o n s of B r i t i s h 
c a p i t a l i s m o-
I t i s not b eing argued t h a t any one group 
' c o n s p i r e 1 to f o r c e a p a r t i c u l a r s e t of d e f i n i t i o n s , 
and p r a c t i c e s ; the c o n s t r a i n t s , r a t h e r , operate at. 
a l l l e v e l s , and a r e i n h e r e n t i n t h e g i v e n s o c i a l 
r e l a t i o n s o I t i s being argued t h a t c e r t a i n ways 
of doing and c o n c e p t u a l i s i n g are made more l i k e l y , 
and o t h e r s l e s s l i k e l y , w i t h i n the s o c i a l r e l a t i o n s 
of a r t as c o n s t r u c t e d through and as p a r t of the 
growth of B r i t i s h c a p i t a l i s m a 
I n t h i s c h a p t e r i t i s proposed to examine 
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v e r y s e l e c t i v e l y statements from f i f t e e n p r a c t i s i n g 
a r t i s t s , c r a ftsmen and d e s i g n e r s , and to attempt 
the l o c a t i o n of some of t h e s e statements w i t h i n the 
h i s t o r i c a l development of the i d e o l o g i e s and 
p r a c t i c e s of a r t as examined i n t h i s thesis» 
Through so doing, we s h a l l be a b l e to f i l l out, 
modify, and develop our understanding of the p a t t e r n 
of s o c i a l r e l a t i o n s under study* F u l l t r a n s c r i p t s . 
l 
of a l l f i f t e e n i n t e r v i e w s appear i n the appendix 
to t h i s studyo 
The i n t e r v i e w s do not c o n s t i t u t e a 'survey' 
of a r t i s t s , c raftsmen and d e s i g n e r s i n a q u a n t i t i v e 
sense; r a t h e r they cover a range of d i f f e r e n t 
p r a c t i t i o n e r s , a l l working a s : p r o f e s s i o n a l s , and 
r e p r e s e n t i t i v e of the m a j o r i t y of a r t i s t s , c r a f t s m e n 
and d e s i g n e r s whose l i f e ' s work i s a r t , c r a f t o r 
d e s i g n , but who are g e n e r a l l y not r e p r e s e n t e d i n the 
'top-league* of the London a r t - s c e n e and a r t market<> 
That i s , t h e s e i n t e r v i e w s are r e p r e s e n t i t i v e of the 
m a j o r i t y of p r o f e s s i o n a l producers, r a t h e r than 
the s m a l l number who a r e p u b l i c l y r e c o g n i s e d a t a 
' n a t i o n a l ' l e v e l 0 
^j^mpJ-es^jDjC Being Commissioned 
Most a r t i s t i c and c r a f t work i s today 
bought 'off-the-peg': i.e», the a r t i s t or c r a f t s m a n 
makes i t , e x h i b i t s i t , and i t i s t h u s a v a i l a b l e f o r 
purchase on the open market* Only o c c a s i o n a l l y 
i s a work commissioned f o r a s p e c i f i c purpose o r 
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p l a c e 0 The examples of a r t i s t s and c r a f t s m e n "being 
commissioned to do a s p e c i f i c p i e c e of work are t h e r e -
f o r e of i n t e r e s t , i n d i c a t i n g a s they do p o s s i b l e ways 
of p e r c e i v i n g the problems of working as an a r t i s t or 
a r t i s t - c r a f t s m a n , and some of the u n c e r t a i n t y 
e v i d e n t i n the r e l a t i o n between the producers and 
t h e i r p o t e n t i a l publics» 
The u n c e r t a i n t y and c o n f u s i o n e v i d e n t i n 
the r e l a t i o n s h i p of commissioned/commissioner 
r e v e a l s not only the e x t e n t to which t h i s r e l a t i o n s h i p 
i s now uncommon, but a l s o the t e n s i o n between the 
a r t i s t as 'expert' ( a t t e m p t i n g to m a i n t a i n c o n t r o l 
of h i s own work) and the a r t i s t a s t e c h n i c i a n ( l o s i n g 
c o n t r o l over h i s own work through becoming merely 
somone who c a r r i e s out the i n s t r u c t i o n s of another„) 
Example One - I n t e r v i e w e e Two 
As p a r t of h i s r e p l y t o q u e s t i o n . f o u r t e e n 
i n t e r v i e w e e two recounted the f o l l o w i n g i n c i d e n t s ; 
I have, a c t u a l l y , undertaken commissions, and 
I d i d one v e r y r e c e n t l y — a v e r y d i f f i c u l t one ~-
a p a i n t i n g of an i n s i d e of a cathedral., And 
I enjoyed i t to some e x t e n t , because i t was. 
a g r e a t r e l i e f , i n a way, to s o r t of know that, 
( h a v i n g agreed to do i t , mark you - I was 
q u i t e f r e e to t u r n i t down; having a.greed to 
do i t ) , t h a t t h e r e i s somebody to t e l l you 
what to do. At the same time..., to a c e r t a i n 
e x t e n t I became i n v o l v e d , you know, on a>. 
p e r s o n a l l e v e l s But, i n the end, i t was t h e ; 
sense of a d e a d - l i n e which s p o i l t i t t o r mec 
I f I ' d been t o l d , 'Look; tak e as long as you 
l i k e ; I want a p e r f e c t j o b ; I ' l l pay you 
r e a l l y w e l l ; ' - you know, a thousand pounds,, 
or two thousand pounds-.; 'And you can take j u s t 
as long as you l i k e , and t h i s i s what we want;; 
we want t h i s p a r t i c u l a r s u b j e c t to hang i n such 
and such a. p l a c e ' - then I would say, ' F i n e 1 * 
And I t h i n k I r e a l l y would make a good job of 
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i t , and I would get p e r s o n a l l y i n v o l v e d i n i t , 
and i t would become as meaningful as my own 
work; i t would be my own, work, r e a l l y . 
I t h i n k i t was j u s t t h i s f e e l i n g that."..., t h a t -
f i r s t of a l l , I f o r g e t how much i t was; I 
t h i n k i t was about a hundred pounds p l u s 
expenses, and so I d i d have t h i s f e e l i n g , I 
must admit, t h a t , a f t e r a few weeks, t h a t I 
began to t h i n k , 'God; I'm only being p a i d , 
you know, l e s s than the dustman.' And t h i s 
made me f e e l t h a t , you know, 'O.K. I f I'm 
r e a l l y i n t e r e s t e d i n t h i s s u b j e c t t h en I don't 
mind being paid a p i t t a n c e f o r it'« But then 
I had t h i s f e e l i n g - 'Well, i t ' s not a c t u a l l y 
what I would have chosen t o p a i n t . 1 And so I 
tended to rush i t a b i t a f t e r a w h i l e - not 
a t f i r s t but, e v e n t u a l l y , I thought, I must 
j u s t see t h i s t h i n g through and make a good job 
of i t and cut my l o s s e s . I t wasn't as good 
a . p a i n t i n g as I would o t h e r w i s e , perhaps, have 
made* But I f i n i s h e d i t , and so the t h i n g , 
i n the end, became a dead b o r e 0 
The c e n t r a l p o i n t I wish to b r i n g out i n the above 
i s the f e e l i n g he e x p r e s s e s t h a t the work he ended 
up producing, was not r e a l l y h i s own.. Thus he 
o u t l i n e s how he f e e l s he c o u l d work under commission 
(more time and b e t t e r payments), and comments t h a t * 
under such c o n d i t i o n s 
I would get p e r s o n a l l y i n v o l v e d i n i t , and 
i t would become as meaningful as my own work; 
i t would be my own. work, r e a l l y 0 
I n the i n c i d e n t above, however, t h i s i s the o p p o s i t e 
of h i s a c t u a l e x p e r i e n c e . While he s t a r t s out 
e x p e r i e n c i n g "a great r e l i e f " because he knew t h a t 
" t h e r e i s somebody to t e l l you what to do", he 
comes round to the f e e l i n g t h a t , " W e l l , i t ' s not 
a c t u a l l y what I would have chosen to p a i n t . " 
E s s e n t i a l l y i n t e r v i e w e e two i s drawing a 
d i s t i n c t i o n between h i s own work, and, work t h a t he 
does which i s not h i s own. T h i s d i s t i n c t i o n i s not 
i n terms of ownership: i t i s to do w i t h how work i& 
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producedo Work t h a t i s hisown ca n , f o r him, he s o l d 
and remain h i s own i n the sense t h a t i t i s 'of him*» 
As a commissioned a r t i s t he e x p e r i e n c e d a\ c o n t r o l 
and d i r e c t i o n of h i s work from o u t s i d e t h a t rendered 
work he d i d not 'of him'„ 
Example Two - I n t e r v i e w e e E l e v e n 
commission f o r a church: t h i s was recounted i n the 
c o n t e x t of q u e s t i o n seventeen^ 
The only t h i n g I can draw upon, from my own 
e x p e r i e n c e , h e r e , i s doing a job f o r a c h u r c h , which 
was a l a r g e r o undel ceramic to go on the o u t s i d e 
of a church i n Newcastle <. And I was conned 
i n t o i t i n i t i a l l y ; i n f a c t I knew I was being 
conned i n t o i t o I t was a f r i e n d of a f r i e n d , 
s o r t of t h i n g , I was v e r y unhappy about i t — 
p a r t i c u l a r l y as an atheist« But I was given, a 
f r e e hand. And then, a f t e r I ' d agreed 
to do i t , the f r e e hand began to d i s s o l v e , 
and they asked f o r drawings "which would g i v e n 
them some i n d i c a t i o n of the s o r t s of t h i n g s I 
was t h i n k i n g of . - which a t f i r s t s i g h t seemed, 
r e a s o n a b l e , I suppose.o So I was r e a s o n a b l e 
and gave them some drawings* And they p i c k e d 
on examples, and s a i d , Y e s , t h a t was n i c e ; 
t h a t ' s the s o r t of t h i n g they want, And i t 
went on from t h e r e , and the f r e e hand e v e n t u a l l y 
g r a t e f u l l y f o r g o t about i t o 
Again here one can sense the d i s t i n c t i o n 
between work t h a t was h i s , and work t h a t was not h i s 0 
"They" ended up t a k i n g over h i s d e s i g n , and v i r t u a l l y 
doing i t f o r him 0 
I n t e r v i e w e e e l e v e n ' s s t o r y concerned a 
and I was being d i e completely disappeared 
aiJed to v e r y p r e c i s e l y about what they wanted 
<ind i t f i n i s h e d up w i t h how they wanted i t 
them e f f e c t i v e l y beginning to do my d e s i g n f o r 
And, i n the end, I made the compromise me i s a i d W e l l . O.K t h a t ' s what you want 
I d i d i t ; went away, and you can have i t 
More fundamentally, i n the above, t h e r e i s : 
e v i d e n t a c o n f l i c t between the a r t i s t as v i s u a l 
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e x p e r t , and 'the s p e c i f i c demands of those who 
commissioned him (who bought h i s expertise)«, T h i s 
i s a s i t u a t i o n t h a t many a r c h i t e c t s w i l l be i n 
f r e q u e n t l y . 
The problems i n t h i s s i t u a t i o n a r e i n p a r t 
acute because of the fragmented s t a t e of contemporary 
a r t i n terms of s t y l e and content,, A r t i s t s nov; 
tend to work f o r themselves i n a f a s h i o n we could, 
c a l l i n d i v i d u a l i s t and p u r i s t c T h i s i s a tendency 
which can be seen as r e s u l t i n g from a r t i s t s t a k i n g 
t h e o n l y o p t i o n seen open to them (and e n a b l i n g 
them to m a i n t a i n c o n t r o l over t h e i r own work) 
but which a l s o makes the gap between the commissioner 
and the a r t i s t ( a s e x p e r t ) a l l the greater., 
The R e n a i s s a n c e a r t i s t was f r e q u e n t l y 
d i c t a t e d to down to the s p e c i f i c c o l o u r s to be used, 
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and t h e i r q u a n t i t y and q u a l i t y & I n the R e n a i s s a n c e , 
however, the a r t i s t was working w i t h i n a given 
system of meanings, c o n t e n t s , understood r e f e r e n c e s , 
and a developing s t y l e ; t h i s rendered the c o n f l i c t 
between .the a r t i s t as v i s u a l e x p e r t , and the commiss-
i o n e r of h i s work, l e s s acute,. A l s o , of c o u r s e , 
being commissioned was a more normal way of working 
i n t he R e n a i s s a n c e s t h a t was how many a r t i s t s 
l i v e d o I n the l a t e 2 0 t h c e n t u r y the s i t u a t i o n i s 
u n u s u a l , and thus the r e l a t i o n s h i p between what th© 
buyer s p e c i f i e s , and the p r e s e r v e of the a r t i s t a a 
e x p e r t , i s i l l - d e f i n e d o 
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Example Three - I n t e r v i e w e e Twelve 
Both i n t e r v i e w e e s two and e l e v e n were, a t 
the time of being i n t e r v i e w e d , employed as l e c t u r e r s 
i n a r t . They both e x h i b i t e d and s o l d t h e i r work $ 
but, as I have argued e a r l i e r , i t i s important i n 
understanding the development of 19th and 20th 
c e n t u r y a r t to remember t h a t many p r a c t i c i n g a r t i s t s 
a r e a l s o t e a c h e r s , and t h a t t h i s a l t e r n a t i v e source 
of l i v e l i h o o d as a r t — t e a c h e r s i s not o n l y a s u p p o r t i n g 
c o n d i t i o n f o r a ' p u r i s t ' a t t i t u d e t o a r t , but i s a 
c o n d i t i o n which has made p o s s i b l e the d e c l i n e i n the 
d i r e c t i n t e r a c t i o n of a r t i s t s w i t h p o t e n t i a l 
p u b l i c s o 
I n t e r v i e w e e e l e v e n saw h i m s e l f as an 
" a r t i s t - t e a c h e r " , and, w h i l e e x p r e s s i n g some l i k i n g 
f o r the i d e a of t e a c h i n g l e s s , and thus h a v i n g more 
time to be " a r t i s t " , c e r t a i n l y e x p r e s s e d no w i s h to 
cease t e a c h i n g altogether„ I n t e r v i e w e e two, a l s o , 
w h i l e s a y i n g he would r a t h e r be a f u l l - t i m e a r t i s t , 
appeared n e v e r t h e l e s s t o be a l s o a committed teacher,* 
I n t e r v i e w e e t w e l v e , by c o n t r a s t , a s , a t the 
time of being i n t e r v i e w e d , a p a r t - t i m e t e a c h e r , 
p o i n t e d out t h a t "Teaching wouldn't see me f o r the 
d u s t " , were he a b l e to l i v e t o t a l l y o f f h i s work as: 
an a r t i s t and c r a f t s m a n e H i s account of a commission 
o c c u r r e d i n answer to q u e s t i o n f o u r t e e n * 
W e l l , here I t h i n k I l i k e to p l e a s e my customer, 
s h a l l we say, and p l e a s e m y s e l f . Now, take 
an example; I have a d e s i g n to do f o r a l a b e l 
f o r a c o l l e c t i o n , which was to be a l i t t l e 
o v a l d e s i g n of lette?:-ing w ith a d e s i g n i n 
the middle; the c o l l e c t i o n was a c t u a l l y of 
t h i n g s c a l l e d ' d r a i n e r s ' , which a r e r a t h e r 
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obscure. They're ceramic i n s e r t s to meat 
d i s h e s to l e t the gravy go through. And I 
thought a t f i r s t t h a t t h i s was q u i t e c r a z y , 
but, s e e i n g a l l t h e s e d r a i n e r s on the w a l l , 
I r e a l i s e d t h a t t h e y ' r e r e a l l y v e r y b e a u t i f u l . 
And 1 q u i t e sav; why the c o l l e c t i o n was made. 
Nov;, the problem t h e r e f o r me was t h a t the 
person who_commissioned the d e s i g n had a v e r y 
c l e a r idea of what they v/anted^ and_i_t_ waa_not.. 
the d e s i g n t h a t T~ wantea. But I ~ f elTT~ my'seTf"""" 
t h a t i t was my job t o o f f e r a l t e r n a t i v e designs., 
and then f a l l i n w i t h t h e i r wishes and make 
the most of i t , - do as good a d e s i g n as I 
cou l d , under those c i r c u m s t a n c e s - something 
t h a t X wouldn't be ashamed o f showing a f t e r w a r d s . 
I t h i n k I succeeded i n t h a t , but t h i s problem 
can a r i s e , and you've j u s t got to use t a c t and 
a l i t t l e know-how. 
Again we see here the 'problem' of the commissioner 
c o n t r o l l i n g the work o f the a r t i s t . The d e s i g n 
demanded was "not the d e s i g n I wanted." I n t e r v i e w e e 
t w e l v e wanted to make something t h a t he "wouldn't 
be ashamed of showing a f t e r w a r d s . " Again, t h e r e f o r e , , 
t h e r e u n d e r l i e s t h i s the d i s t i n c t i o n between work 
that i s 'of him', and work t h a t i s not 'of him': 
a problem of being a l i e n a t e d from h i s own p r o d u c t i o n s . 
I n t e r v i e w e e t w e l v e , however, as a p r i n t -
maker, i s more used to the s i t u a t i o n of being commissioned, 
and t h e r e was a g r e a t e r degree of i n t e r a c t i o n 
between the producer and the commissioner ~ the 
producer u s i n g h i s e x p e r t i s e as producer to modify 
the id~eas~of the commissioner, so as to produce, 
through h i s s k i l l and und e r s t a n d i n g as producer, 
something based on the o r i g i n a l i n t e n t i o n of the 
commissioner, but, h o p e f u l l y , perhaps even more 
s u c c e s s f u l than the d e s i g n o r i g i n a l l y i n the mind 
of t h e commissioner. 
I t i s t h i s s o r t of d i r e c t i n t e r a c t i o n 
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between producer and buyer/user t h a t I have suggested 
i s l a c k i n g i n the present-day a r t s i t u a t i o n . The 
a r t i s t e i t h e r t e a c h e s and s e l l s pre-made products on 
the open market, or i s mediated and d i r e c t e d through 
d e a l e r s , c r i t i c s , and the London a r t market„ Thus, 
i n the absence of the f a c e to f a c e c o n t a c t d e s c r i b e d 
by i n t e r v i e w e e t w e l v e , i n s t i t u t i o n s such as the 
A r t s C o u n c i l , the p r e s s , c r i t i c s , the a r t h i s t o r i a n , 
and so f o r t h , become the p r i n c i p l e i n t e r p r e t e r s and 
d e f i n i t i o n - m a k e r s i n art„ 
I made the p o i n t e a r l i e r t h a t , w h i l e the 
r e c e n t i n t r o d u c t i o n of s u b s i d i e s and g r a n t s by the 
A r t s C o u n c i l and C r a f t s A d v i s o r y Committee may a c t 
to 'cushion' the a r t i s t / c r a f t s m a n ( t o remove him, 
i n e f f e c t , from the n e c e s s i t y of i n t e r a c t i n g d i r e c t l y 
w i t h the customer) t h i s h a s , i n f a c t , been going on 
s i n c e the 1 8 3 0 ' s as a consequence of a r t i s t s b e i n g 
teacherso Being removed from the need to s e l l , 
and, not needing to s e l l , the a r t i s t i s ' f r e e ' to 
pursue h i s own a r t a s , almost, ' r e s e a r c h ' s i t becomes 
an a c t i v i t y unto i t s e l f - a r t f o r i t s own sake, 
'This means a l s o , however, t h a t p u b l i c ' t a s t e ' ( a 
word I have to use f o r l a c k of any a l t e r n a t i v e ) 
c e a s e s to be shaped by any form of r e g u l a r i n t e r a c t i o n 
between producer and p u r c h a s e r , i n the sense d e s c r i b e d 
by i n t e r v i e w e e t w e l v e , above,. 
I t i s worth n o t i n g t h a t i t i s d u r i n g the 
p e r i o d 1 8 5 0 — - 1 9 7 0 t h a t new c l a s s e s have a c h i e v e d an 
a f f l u e n c e s u f f i c i e n t t o enable thern to buy a r t and 
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c r a f t p r o d u c t i o n s , and t h a t i t i s a l s o d u r i n g t h i s 
p e r i o d , when a r t i s t s could have been s e e k i n g t h e s e 
new a udiences and b u y e r s , and e x p l o i t i n g new 
t e c h n o l o g i e s and ways of s e l l i n g , t h a t a g r e a t e r and 
g r e a t e r number of a r t i s t s came to be supported as 
t e a c h e r s . A r t s C o u n c i l and C r a f t s A d v i s o r y Committee 
s u b s i d i e s , w h i l e e n a b l i n g more a r t i s t s and c r a f t s m e n 
to 'experiment' and produce work t h a t e x p r e s s e s 
t h e i r own i n t e g r i t y ( i s 'of them') w i l l a l s o f u r t h e r 
s e p a r a t e the a r t i s t and c r a f t s m a n from p o t e n t i a l 
a u d i e n c e s , through removing the need to f i n d new 
audiences and ways of s e l l i n g * Experiment remains 
a p r i v a t e a f f a i r t h a t i s marketed and d i s p l a y e d 
only at the d i s c r e t i o n of the few g a l l e r i e s , i n s t i -
t u t i o n s and s t a t e a g e n c i e s concerned w i t h the a r t s * 
The i d e a of t r u t h to o n e s e l f as a p r o f e s s i o n a l 
a r t i s t ( a s an a r t e x p e r t ) , can be s e e n as i n p a r t a 
defence a g a i n s t the v a r i o u s c o n s t r a i n t s and threats.; 
to an a r t i s t ' s work - the s o r t s of t h r e a t s e x p e r i e n c e d 
by a r t i s t s b e i n g commissioned 0 The p o s s i b i l i t y of 
working p u r e l y a s an a r t i s t t r u e to o n e s e l f , however, 
r e s t s on t h e r e being a l t e r n a t i v e ways of f i n a n c i n g 
o n e s e l f - i n t h i s case a hundred and f i f t y y e a r s of 
t e a c h i n g support, and now, s t a t e s u b s i d y e 
The contemporary e x p e r i e n c e t h a t l i v i n g by f i l i n g 
one's work r u n s dangers of being f o r c e d to 'pander' 
to the l o w e s t c o m i i i o n denominator i s thus i n p a r t a 
consequence of the a r t i s t s ' r e t r e a t from a c t i n g 
d i r e c t l y on the p u b l i c 8 
Boots and Woolworths framed ' o r i g i n a l s ' , 
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h i g h - s t r e e t a r t - p o s t e r shops, m a i l - o r d e r p r i n t 
f i r m s , - a l l these have taken over a p o s s i b l e market 
f o r a r t e The few g a l l e r i e s s e l l i n g new work by-
l i v i n g a r t i s t s t h e r e f o r e dominate the a r t - s c e n e i n 
terms of what s h a l l be a v a i l a b l e . Where a r t i s t s 
c o u l d , c o l l e c t i v e l y , have run g a l l e r i e s , have opened 
h i g h s t r e e t shops, and c o u l d have marketed new p r i n t s , 
and p o s t e r s , and could have got p o t e n t i a l p u b l i c s 
used to the i d e a t h a t p a i n t i n g s and p r i n t s a r e 
t h i n g s t h a t can be bought d i r e c t l y a t r e a s o n a b l e 
p r i c e s from l i v i n g producers, they have in s t e a d : 
g e n e r a l l y opted f o r t e a c h i n g , or p a r t time work. 
Each c h o i c e was a r a t i o n a l i n d i v i d u a l d e c i s i o n ; the 
end r e s u l t i s the s e p a r a t i o n of most a r t i s t s from 
p o t e n t i a l b u y e r s , and one symptom of t h i s s e p a r a t i o n 
i s the uneasy r e l a t i o n s h i p between commissioner and 
producer e v i d e n t i n the examples we a r e examining* 
Example Four - I n t e r v i e w e e Three 
I n t e r v i e w e e t h r e e , i n the c o n t e x t of 
answering q u e s t i o n n i n e , i s our f o u r t h example of 
the c o n f l i c t e xperienced by an a r t i s t being commissioned,. 
I n t h i s case the c o n f l i c t between work e x p e r i e n c e d 
as 'mine' ( t r u e to m y s e l f ) and work t h a t i s 
e x p e r i e n c e d as 'done by me' but 'not-me' i s p a r t i c u -
l a r l y s t r i k i n g t 
I t h i n k being p r o f e s s i o n a l would mean t h a t I 
would do something... I f I c a r r y out a p a n e l , 
which might be as a r e s u l t of a commission, or 
might be as a r e s u l t of an i d e a of my own, I 
should l i k e to c a r r y i t out as w e l l as I 
p o s s i b l y c o u l d , without any o u t s i d e i n t e r f e r e n c e , 
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and s a t i s f y myself a s to the end r e s u l t o 
I. t h i n k I ' d probably i n t e r p r e t p r o f e s s i o n a l 
on t h a t term as f a r as my work, my own p e r s o n a l 
work, went, I have a commission a t the moment, 
which I have not completed, and about which 
I f e e l g u i l t y t h a t I ' v e not completed* T h i s 
i s f o r somebody who's e x c e e d i n g l y i l l , and I 
j o l l y w e l l ought to get a move on and do t h a t 
b e f o r e I do anything e l s e , f o r f e a r t h a t the 
person f o r whom i t i s going to be made may d i e 
before I complete it„ But I j u s t c a n ' t do 
something q u i c k l y f o r t h a t person; I ought to 
do something which i s me, and which i s as w e l l 
as I could p o s s i b l y do, and, I am a f r a i d , i f 
she d i e s before I complete i t to my s a t i s f a c t i o n , 
she dieso Although i t may sound r e a l l y 
r u t h l e s s , t h i s may happen, I t h i n k e 
Thus, a g a i n , note the s e p a r a t i o n between "something 
which i s me", and other work e 
I t w i l l be r e c a l l e d t h a t W i l l i a m M o r r i s , 
i n d e s c r i b i n g the s o c i a l r e l a t i o n s of pr o d u c t i o n of 
the medieval c r a f t s m a n , emphasised the c o n t r o l of 
5 
the c raftsman over the t o t a l i t y of h i s . work. Having 
d e s c r i b e d the r e l a t i o n s of work of the medieval 
c r a f t s m a n Morris went on to say: 
How i f you have f o l l o w e d me you w i l l take note 
t h a t t h e s e are the c o n d i t i o n s under which 
a r t i s t s work; and i n f a c t the c r a f t s m e n of 
the middle ages were a l l a r t i s t s * ( 6 ) 
I n the l i g h t of M o r r i s ' s a n a l y s i s i t can be seen t h a t 
the 'purism' of an a r t i n which the a r t i s t seeks to 
be t r u e to h i m s e l f ( t o produce work t h a t i s "me") 
to the e x c l u s i o n of a l l e l s e i s i n p a r t a defence 
a g a i n s t the l o s s of c o n t r o l over h i s own work, 
The ambivalent r e l a t i o n s h i p between producer and 
commissioner i s an ambivalance r o o t e d i n t h i s t h r e a t 
to c o n t r o l over work as a r t i s t o As, 'workman' the 
20th c e n t u r y a r t i s t becomes ' t e c h n i c i a n ' , and l o s e s 
c o n t r o l over h i s work; as ' a r t i s t ' he s u f f e r s frora 
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i s o l a t i o n and m y s t i f i c a t i o n , but r e t a i n s c o n t r o l over 
p r o d u c t i o n - even i f over l i t t l e e l s e 0 
The o n l y sense i n which the a r t i s t can 
r e t a i n c o n t r o l over h i s work as an e x p e r t - as an 
a r t i s t - i s as ' a r t i s t ' ; and being an a r t i s t i n -
v o l v e s a l o t more than simply being a producer of 
p a i n t i n g s , c e r a m i c s , p r i n t s or t a p e s t r i e s 0 
The A r t i s t and Craftsman: D e f i n i t i o n a l M a n i p u l a t i o n 
C e n t r a l to W i l l i a m M o r r i s ' s c r i t i q u e of 
l a t e n i n e t e e n t h century B r i t i s h c a p i t a l i s m was 
h i s a n a l y s i s of the d i v i s i o n of l a b o u r - a d i v i s i o n 
t h a t i n c l u d e s t h a t between ' a r t ' and ' n o t - a r t ' , 
and the d i v i s i o n s i n t e r n a l to a r t i s t i c a c t i v i t y , 
between a r t , c r a f t and d e s i g n * 
The a r t i s t i s the main ' a e s t h e t i c ' c r e a t o r 
of the p e r i o d from the R e n a i s s a n c e to the p r e s e n t 
day* W i t h i n the d i v i s i o n s of f u n c t i o n t h a t emerged 
from the l a t e medieval p e r i o d onwards, he was the 
embodiment of v i s u a l i m a g i n a t i o n , and c r e a t i v i t y * 
The ' d e s i g n e r ' , as we have noted, i s a l a t e r development 
emerging l a r g e l y i n i n d u s t r i a l i s i n g 1 9 t h c e n t u r y 
B r i t a i n . The d e s i g n e r emerged as the a p p l i e r of a r t -
the man who was taught the ' f i n d i n g s ' of the a r t i s t , 
and who a p p l i e d theco ' f i n d i n g s ' i n a s k i l l e d manner 
to manufactured i n d u s t r i a l o b j e c t s ; the d e s i g n e r 
h i m s e l f , however, was not c o n s i d e r e d to be ' a r t i s t ' 
i n the sense of ' c r e a t o r 1 o'' 
While the concept of the d e s i g n e r has 
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changed over the l a s t 140 y e a r s , and the concept o f 
' a p p l i e d a r t 1 has been dropped, I would argue t h a t 
the d e s i g n e r remains s t i l l an a p p l i e r of t e c h n i q u e , 
and of v i s u a l e x p e r t i s e , and t h a t , d e s p i t e campaigns 
"by people such as H e r b e r t Read to i n t e g r a t e d e s i g n , 
f u n c t i o n , form, purpose, e t c . , the d e s i g n e r remains 
q 
an a p p l i e r of adornments and a shaper of e x t e r i o r s 0 
The concept of 'craftsman' h a s , by c o n t r a s t , 
10 
a more complex history„ Up u n t i l t h e mid-
n i n e t e e n t h c e n t u r y the c r a f t s were a s u r v i v a l 
of a p r e - i n d u s t r i a l mode of p r o d u c t i o n , The few 
remaining t h a t c h e r s , ornamental p l a s t e r e r s , 
and s m i t h s , t h a t s u r v i v e today, are the remnants of 
t h i s t r a d i t i o n . 
The A r t s and G r a f t s Movement of the l a t e 
19th c e n t u r y r e p r e s e n t e d something new, however* 
I n emphasising a u n i t y of a r t and c r a f t and d e s i g n , 
the members were attempting to c h a l l e n g e i n a p r a c t i c a l 
manner the c o n s t r a i n t s i n h e r e n t i n the d i v i s i o n s 
between a r t , c r a f t , and d e s i g n , and between the mental 
and manual a s p e c t s of work. 
The emphasis today i n C r a f t s A d v i s o r y 
Committee l i t e r a t u r e on the ' a r t i s t - c r a f t s m a n ' can be 
seen p a r t of the same attempt to c h a l l e n g e the 
d i v i s i o n s between a r t , c r a f t and d e s i g n ; what i s 
l a c k i n g , however, i n t h i s l a t t e r c a s e , i s the 
A r t and C r a f t Movement's b a s i c c h a l l e n g e to the 
d i v i s i o n between a r t and n o t - a r t , and between a r t and 
i n d u s t r i a l manufacture,,-
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The problems of be i n g o n l y a r t i s t , or 
only c r a f t s m a n , or only d e s i g n e r , were e v i d e n t i n 
the interviews,, Thus i n t e r v i e w e e one, a p o t t e r , 
commented t h a t 
a l o t of harm has been caused by making t h e s e 
r a t h e r a r b i t r a r y d i v i s i o n s between the t h r e e . 
P o t t e r y i s t r a d i t i o n a l l y seen as a ' c r a f t ' a c t i v i t y , 
b ut, he poi n t e d out, t h a t ' c r a f t ' , " i n a s e n s e , has. 
a bad co n n o t a t i o n " : ' c r a f t s m a n s h i p ' , he argued, 
must be q u a l i f i e d by s a y i n g , " c r e a t i v e c r a f t s m a n s h i p " 
f o r , o t h e r w i s e , he argued, "you a r e j u s t a journeyman 
I n f a c t , he s a i d : 
t h e r e i s always a f e e l i n g t h a t I wish to be 
thought of p r i m a r i l y as. A r t i s t , r a t h e r than 
Craftsman; t h i s must be p a r t of the g e n e r a l 
a t t i t u d e to f u n c t i o n s , w i t h , somehow, the 
i m p l i c a t i o n t h a t c r a f t i s un c r e a t i v e * . 
The term ' a r t i s t - c r a f t s m a n 1 , which he a p p l i e d to 
h i m s e l f , r e f e r s , he s a i d , e s s e n t i a l l y to "one who 
performs a l l the p r o c e s s e s - d e s i g n i n g and making" 1; 
thus he emphasises a g a i n the importance of o v e r - a l l 
c o n t r o l of h i s work,, 
The 'problem' i n being simply 'craftsman' 
i s not simply a matter of s t a t u s or s e l f - e s t e e m : 
much more fundamentally b e i n g simply 'craftsman' 
i n v o l v e s problems of the a t t i t u d e of o t h e r s towards 
oneself© Thus, as 'craftsman', a p o t t e r runs the 
r i s k of being t r e a t e d as a mass producer and c o p i e r 
of d e s i g n s ; as ' a r t i s t - c r a f t s m a n ' , by c o n t r a s t , he. 
can a s s e r t h i s own e x p e r t i s e and competence i n a l l 
the p r o c e s s e s i n v o l v e d i n p r o d u c t i o n ; he can 
ma i n t a i n o v e r - a l l c o n t r o l over h i s work* 
I n t e r v i e w e e t h r e e a l s o d e s c r i b e d h e r e e l f 
as an " a r t i s t - c r a f t s r a a n , ; * Her f i e l d i s embroidery, 
by which she meant not n e c e s s a r i l y s t i t c h i n g , but 
I a l s o mean k n i t t i n g , and p e c u l i a r experiments: 
w i t h f a b r i c t h a t the t r a d i t i o n a l embroiderer 
would say, ' T h i s i s not embroidery 1« 
Her work i s l a r g e l y f o r w a l l - h a n g i n g , and she c a l l e d . 
h e r s e l f an a r t i s t - c r a f t s m a n , "because i f I have an 
i d e a X would r a t h e r c a r r y i t out." Thus she 
emphasises a g a i n the need f o r t o t a l c o n t r o l 
over c o n c e p t u a l i s i n g and making* She saw h e r work 
as b e i n g " F i n e a r t , , r a t h e r than domestic t h i n g s to 
s i t upon", and added t h a t she probably had "a f i n e 
a r t b i a s i n the work" t h a t she d i d . 
I n thus emphasising f i n e a r t , she i m p l i e s ; 
a d i s t i n c t i o n between f i n e a r t , and d e s i g n f o r use 
i n the sense of "domestic t h i n g s t o s i t upon*" 
Thus she i s u s i n g the term ' a r t i s t * and ' a r t 1 , 
( a s a p p l i e d to a c t i v i t i e s t r a d i t i o n a l l y d e f i n e d as 
c r a f t ) to imply not o n l y a d i f f e r e n t way of working 
and a t t i t u d e to her work, but, a l s o , a d i f f e r e n t 
s o r t of - market and use f o r her work. D e s c r i b i n g 
h e r work as ' f i n e a r t 1 i m p l i e s , t h e r e f o r e , t h a t the 
work i s _to have a p r i m a r i l y a e s t h e t i c f u n c t i o n , as 
opposed to any other„ 
I n emphasising the i d e a of ' c r a f t ' the l a t e 
n i n e t e e n t h c e n t u r y A r t s and C r a f t s Movement members 
were not only r e a c t i n g a g a i n s t the s p e c i a l n e s s of 
the a r t i s t as mental v i s u a l s p e c i a l i s t w i t h i n a 
narr o w l y d e f i n e d f i e l d , but were a s s e r t i n g the 
a e s t h e t i c , designand c r e a t i v e a s p e c t s of the making 
of o r d i n a r y objects„ I n c h a l l e n g i n g the d i v i s i o n 
of l a b o u r "between c o n c e p t u a l i s i n g , d e s i g n i n g , 
producing,, and so f o r t h , the members of the A r t s 
and C r a f t s Movement were, moreover, i n e v i t a b l y -
c h a l l e n g i n g mass machine i n d u s t r i a l p r o d u c t i o n . 
The c h a l l e n g e to mass i n d u s t r i a l p r o d u c t i o n , f u r t h e r -
more, has l e d to the A r t s and G r a f t s Movement being 
seen as i m p r a c t i c a l and romantic ( a l t h o u g h , as we 
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noted e a r l i e r i n d i s c u s s i n g M orris , h i s p o s i t i o n 
i s i n f a c t a more s o p h i s t i c a t e d one i n which he 
opposed p a r t i c u l a r u s e s of machinery as p a r t of the 
c a p i t a l i s t mode of p r o d u c t i o n ) Whether or not the 
romantic:, i m p r a c t i c a l , and i d e a l i s t i c image of the 
A r t s and C r a f t s Movement i s deserved, however, the 
i n f l u e n c e or e f f e c t of the Movement i n the 20th 
c e n t u r y has been s u p p o r t i v e of an emphasis on 
goods t h a t are 'hand-made' as s u p e r i o r to goods t h a t 
a r e machine made, or machine a s s i s t e d i n t h e i r 
p r o d u c t i o n . 
I t i s t h i s h e r i t a g e of ' c r a f t ' meaning 
'hand-made' i n a r u s t i c or ' a r t y - c r a f t y ' sense t h a t 
has to some ex t e n t b e d e v i l l e d the l a t e 20th c e n t u r y 
c r a f t s m a n , f o r c i n g him to emphasise t h a t he i s an 
a r t i s t - c r a f t s m a n , r a t h e r than a pure c r a f t s m a n 0 
Thus i n t e r v i e w e e t h r e e argued t h a t 
an awful l o t of c r a f t s m a n s h i p , from the n i n e -
t e e n t h c e n t u r y upwards, has s u f f e r e d from the 
i d e a t h a t t h a t which i s made by hand i s automa?-
t i c a l l y s u p e r i o r to t h a t which i s made by 
machine„ 
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She suggested, moreover, t h a t 
•Craftsman 1 does g i v e you the i d e a t h a t you 
may have made something " b e a u t i f u l l y , "but you 
might not be r e s p o n s i b l e f o r t h i n k i n g about i t * 
Here, : t h e r e f o r e , she i s u s i n g ' c r a f t ' to mean ' s k i l l e d 
work'; many of the i n t e r v i e w e e s : used the term i n 
t h i s s e n s e , u s i n g ' a r t ' to imply ' c r e a t i v e thought'. 
The c r a f t s m a n h a s , t h e r e f o r e , to t a k e unto h i m s e l f 
something of the a r t i s t i n c a l l i n g h i m s e l f ' a r t i s t -
c r a f t s m a n ' , and, i n so doing, he emphasises or a s s e r t s 
h i s t o t a l c o n t r o l over c o n c e i v i n g and producing, as 
i m p l i e d by the term ' a r t ' . 
I n t e r v i e w e e ; t h r e e s u c c i n c t l y summarised 
what i t was t h a t she was d i s t i n g u i s h i n g h e r s e l f from 
i n c a l l i n g h e r s e l f ' a r t i s t - c r a f t s m a n ' , when she 
r e f e r r e d to the 
g r o t t y a r t y - c r a f t y , b a r e - f o o t , s a n d a l , hand-
wove n - s k i r t a t t i t u d e . 
The A r t i s t : D e f i n i t i o n a l M a n i p u l a t i o n 
I n the i n t e r v i e w s , and through o t h e r 
c o n t a c t s , I have found t h a t i t i s the cr a f t s m a n who 
i s most unhappy w i t h h i s s i t u a t i o n as cr a f t s m a n , 
needing to emphasise h i s p o s i t i o n as an ' a r t i s t ' , 
i n order to p r o t e c t h i s own p o s i t i o n , and a s s e r t 
h i s own c o n t r o l over h i s own work 0 Those who see 
themselves as p u r e l y a r t i s t s , by c o n t r a s t , tend to be 
happi e r w i t h the d e s i g n a t i o n of a r t i s t - although 
not always a l t o g e t h e r happy w i t h e v e r y t h i n g t h a t 
a r t i s t i m p l i e s i n terms of how o t h e r s see y o u 0 
I r e f e r r e d to i n t e r v i e w e e f i f t e e n , a f i l m 
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makerj i n c h a p t e r seven* He c o n s i d e r e d h i m s e l f to 
be an " a r t i s t - c r a f t s i a a n " , and s a i d t h a t 
a l o t of the work t h a t I do I would c o n s i d e r as 
c r a f t , i n t h a t one i s working on a g i v e n p r o j e c t 
f o r a g i v e n aim i n view, vriiere you a r e t r y i n g 
to make the b e s t a r t i c l e - the b e s t f i l m -
you can, w i t h i n those confineso But, at the 
same time, I would have thought p a r t s of i t 
would q u a l i f y a s , , , would q u a l i f y f o r the d e s i g -
n a t i o n ' a r t 1 . And d e s i g n ; w e l l , I t h i n k as 
r e g a r d s f i l m , the whole f i l m i s d e s i g n anyway, 
Thus he i s u s i n g ' c r a f t 1 to d e s i g n a t e h i g h q u a l i t y 
p r o d u c t i o n , and ' a r t ' as an e v a l u a t i v e term to d e s i g -
n a t e something e x t r a . 
E l a b o r a t i n g on the use of ' a r t ' as a term 
a p p l y i n g to f i l m he s t a t e d t h a t 
i n f i l m ' a r t i s t ' i s a word t h a t ' s g i v e n to you. 
r a t h e r than t h a t you would take i t f o r y o u r s e l f , 
and, 
I f you s a i d , ' I am a f i l m a r t i s t ' , i n the ambience: 
of film-making, t h a t would be c o n s i d e r e d 
p r e t e n t i o u s . And I supposes.. But, i f you 
make a f i l m which i s judged i n a c e r t a i n wa;/, 
then somone w i l l s ay, 'He i s a f i l m artist'© 
I ' d be happy to reach, t h a t p o s i t i o n . 
He t h u s makes c l e a r t h a t , i n f i l m , the term 
a r t i s used l a r g e l y i n a n . e v a l u a t i v e s e n s e , r a t h e r 
t h a n i n a d e n o t a t i v e s e n s e , as w i t h the t r a d i t i o n a l 
f i n e a r t s of p a i n t i n g or s c u l p t u r e s 
I n t e r v i e w e e e i g h t i n t e r e s t i n g l y f a l l s i n t o 
t w o . c a t e g o r i e s ( a r t and c r a f t ) i n as f a r as he i s 
both a weaver ( c r a f t ) and a p a i n t e r ( f i n e a r t ) . Asked 
whether he saw h i m s e l f as an a r t i s t , c r a f t s m a n or 
d e s i g n e r , he s a i d , 
I t ' s much more to the point to say I p a i n t , 
and d e s i g n and weave t a p e s t r i e s * 
He was thus t r y i n g to emphasise what he d i d , i n 
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o r d e r to escape being b r a c k e t e d , and thus regarded 
as a r t i s t , c r a f t sman, d e s i g n e r , or a r t i s t - c r a f t s m a n 0 
Again, however, the problem a r o s e of h i s h a v i n g to 
a s s e r t h i s e x p e r t i s e over the non-expert, f o r he added 
l a t e r ? 
I suppose I ' v e thought of myself as be i n g a: 
p r o f e s s i o n a l a r t i s t , compared w i t h q u i t e a number 
of people f o r whom a r t i s b a s i c a l l y a hobby,, 
Thus, w h i l e w i s h i n g i n the f i r s t statement to be 
regarded simply as a person who makes c e r t a i n t h i n g s s 
i n the second we see t h a t he i s compelled to s t r e s s ; 
t h a t he i s an a r t i s t , f o r , only as an a r t i s t i s he 
regarded as competent and able to c o n t r o l h i s own 
pro d u c t i o n ( d e s i g n i n g and making) 6 As a maker of 
t a p e s t r i e s he would be regarded as a t e c h n i c i a n ; as 
an a r t i s t who makes t a p e s t r i e s he i s regarded as a: 
c r e a t i v e person f o r whom t a p e s t r y happens to be a. 
f a v o u r i t e medium 0-
I n t e r v i e w e e e i g h t had been f o r many y e a r s 
a p a i n t e r and a t e a c h e r of p a i n t i n g . At the time 
of i n t e r v i e w i n g , however, he had l e f t t e a c h i n g to 
become .a f u l l - t i m e producer of not only painti:.igs ? 
but, a l s o , t a p e s t r y 0 I t was perhaps i n p a r t t h i s 
change from an a c t i v i t y n o r m a l l y c o n s i d e r e d i n a 
d e n o t a t i v e sense as ' a r t ' ( p a i n t i n g ) t o one t h a t 
t r a d i t i o n a l l y i s c o n s i d e r e d a c r a f t (weaving) that, 
had l e d him to be s u s p i c i o u s of any c a t e g o r i s a t i o n 
of h i m s e l f or h i s products w i t h i n the a r t / c r a f t / 
d e s i g n hierarchy,, Host p o t t e r s , s i l v e r - s m i t h s , 
weavers, e t c . , who are new working i n a t r a d i t i o n a l 
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c r a f t , but c a l l themselves ' a r t i s t - c r a f t s m e n ' , 
are attempting to manipulate the d e f i n i t i o n s of 
t h e i r a c t i v i t i e s from a lower to a h i g h e r p o s i t i o n 
i n the a r t / c r a f t / d e s i g n hierarchy., The more they 
c o u l d be ' a r t i s t ' , the more s e r i o u s l y they might 
be t r e a t e d , and the g r e a t e r the c o n t r o l over the 
work and the freedom i n work they might enjoy* 
I n t e r v i e w e e e i g h t , the weaver and p a i n t e r , i s t h e r e f o r e 
u n u s u a l i n having worked f o r a long p e r i o d s t r i c t l y 
w i t h i n a t r a d i t i o n a l a r t ( p a i n t i n g ) and then moving 
i n t o a t r a d i t i o n a l c r a f t ( w e a v i n g ) . Commenting on 
the r e l a t i o n s between a r t , c r a f t and d e s i g n he 
noted t h a t 
one has tended to t h i n k of a r t as being somehow 
a s u p e r i o r a c t i v i t y , and c r a f t has been r e l e g a t e d 
to something i n f e r i o r , and d e s i g n has come 
somewhere inbetween<> And I t h i n k t h i s cx-eates 
a l o t of problems because so many people now 
are working a c r o s s t h e s e r a t h e r mere t r a d i t i o n a l 
areaso 
He a l s o observed t h a t people's r e a c t i o n s to the 
producer v a r i e d a c c o r d i n g to what the producer 
c a l l e d himselfo Thus, people a r e 
i n c l i n e d to take you more s e r i o u s l y i f you say 
you're an a r t i s t e I f you say you're a c r a f t s m a n 
they tend to f e e l you are b e l i t t l i n g y o u r s e l f 0 I f you say you're a d e s i g n e r t h i s i s r e s p e c t a b l e _ 
enough now, because t h i s i s a w e l l p a i d 
p r o f e s s i o n which has e s t a b l i s h e d i t s e l f 0 
The a n a l y s i s of the s t a t e and a r t i n 19th 
ce n t u r y B r i t a i n , p r e s e n t e d i n c h a p t e r f i v e , 
demonstrated the manner i n which the f i n e a r t s 
have tended to dominate and absorb o t h e r activities» 
Design was c o n s t r u c t e d as a s u b s i d i a r y of a r t , and, 
as we have seen i n t h e s e i n t e r v i e w s (and i n c h a p t e r 
s i x ) , c r a f t producers tend to s t r u g g l e f o r g r e a t e r 
freedom as producers through d e f i n i n g themselves 
as a r t i s t s , or a r t i s t - c r a f t s m e n . The power o r 
s t r e n g t h of the i d e o l o g y of f i n e a r t r e s i d e s i n i t s 
power as an ideology of v a l u e and q u a l i t y and c i v i l i s 
t i o n w i t h i n the i d e o l o g i e s of humanity, n a t i o n a l 
h e r i t a g e , and purpose of l i f e , c h a r a c t e r i s t i c of 
t h e r u l i n g c l a s s e s i n 19th and 20th c e n t u r y B r i t i s h 
s o c i e t y o A r t i s a l s o p a r t of t h a t d i v i s i o n of 
l a b o u r between mental and manual, and between work 
and l e i s u r e , . t h a t form p a r t of c a p i t a l i s t s o c i a l 
r e l a t i o n s * For the a r t i s t , f u r t h e r m o r e , being 
a r t i s t i n v o l v e s having c o n t r o l . I n t e r v i e w e e e i g h t 
touched on these m a t t e r s i n the f o l l o w i n g ; As 
head of an a r t department i n a c o l l e g e of e d u c a t i o n 
he e x p l a i n e d t h a t he had 
been r e s p o n s i b l e f o r a r r a n g i n g the work f o r 
p o t t e r y , t e x t i l e s , p a i n t e r s , weavers, print-make 
what e l s e ? , . , s c u l p t o r s . . . I ' v e n o t i c e d a 
tendency among the p a i n t e r s f o r them to 
f e e l t h a t they were the s u p e r i o r people, somehow 
t h a t what they were doing was f e e d i n g d i r e c t l y 
i n t o e v e r y t h i n g e l s e * F o r example, a l l student 
we decided at one p o i n t , a r e to draw much more; 
t h i s i s taken by the p a i n t e r s to f e e l t h a t they 
are r e a l l y doing more 'Fine A r t 1 ; I don't 
f e e l t h a t t h i s i s r e a l l y the r i g h t approach to 
it„ I t h i n k i t ' s f a r b e t t e r , i n t h a t s o r t of 
s i t u a t i o n , to drop the idee, t h a t t h i s i s an 
a r t a c t i v i t y » t h i s drawing — and t h a t you t hen 
go on and become a craftsman l a t e r , and t h a t 
you've l e a r n t , somehow, through the f i n e a r t s , 
how to express your i d e a s c I t h i n k t h i s i s 
making a d i v i s i o n between - an a r t i f i c i a l 
d i v i s i o n - t h a t you are e x p r e s s i n g two k i n d s 
of i d e a , one through f i n e a r t , and one through 
your medium; and i f you're a p a i n t e r t h a t t h i s 
i s a b e t t e r medium, and t h a t , somehow, you're 
a b l e t o express i d e a s more e f f e c t i v e l y . I 
t h i n k t h i s i s supported by examiners, very 
o f t e n , i n the e d u c a t i o n a l system, v e r y many 
of which have been brought up to a c c e p t 
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the i d e a t h a t f i n e a r t i s a s u p e r i o r a c t i v i t y ~-
f i n e a r t being p a i n t i n g a n d . s c u l p t u r e , I ' v e 
f e l t i t n e c e s s a r y to work a g a i n s t t h i s , p a r t i c u l a r l y 
i n r e c e n t y e a r s , and p a r t i c u l a r l y s i n c e I ' v e 
begun to use another media, which i n the eyes-; 
of many would be a c r a f t medium, r a t h e r than 
an a r t medium, I t h i n k t h e r e wants to be 
a l e v e l l i n g up; I can see the problems t h a t 
a p o t t e r , who has made u s e f u l p o t s , r e a l i s e s 
t h a t i f he can make a r t o b j e c t s -- n o n - f u n c t i o n a l 
p i e c e s of p o t t e r y - he w i l l be taken s e r i o u s l y 
by p a i n t e r s and s c u l p t o r s , by g a l l e r y d e a l e r s , 
by people who a r e s e l l i n g h i s p o t t e r y . But 
I t h i n k t h i s tendency i s a wrong one, 
A f u r t h e r tendency t h a t i n t e r v i e w e e e i g h t noted 
was a move towards a g r e a t e r i n t e l l e c t u a l i s a t i o n of 
a r t w i t h i n education, T h i s l i n k s up w i t h the 
whole post-Renaissance c o n s t r u c t i o n of a r t as an 
i n t e l l e c t u a l a c t i v i t y , as opposed to a mental a c t i v i t y . 
Thus he s a i d t h a t 
I ' v e been a v i c t i m of a s i t u a t i o n i n a c o l l e g e 
of e d u c a t i o n where you were expected not only 
to teach what you knew about, but to engage i n 
more i n t e l l e c t u a l t h e o r i s i n g about a r t . Not 
j u s t t e a c h i n g a r t h i s t o r y , but t h e o r i s i n g ahout 
a r t ; I t h i n k i t ' s q u i t e n i c e to s i t down and 
t a l k about i t ; to d i s c u s s i t from time to time; 
but, when i t begins to be w r i t t e n i n t o 
examination papers, then,., 
I n a se n s e , t h e r e f o r e , he experi e n c e d the ways i n 
which t e a c h e r s i n a r t e d u c a t i o n , through attempting 
to i n c r e a s e or ma i n t a i n t h e academic r e s p e c t a b i l i t y 
of a r t , have f u r t h e r r e a s s e r t e d t h a t i n t e l l e c t u a l 
and mental d e f i n i t i o n of a r t ( a s opposed to i t s b e i n g 
a p r a c t i c a l mental and manual a c t i v i t y ) , and t h e r e f o r e 
made l i f e more d i f f i c u l t f o r those who see themselves 
p r i m a r i l y as working producers of a u s a b l e product, 
I have a l r e a d y i n d i c a t e d b e f o r e i n t h i s 
t h e s i s t h a t , when t a l k i n g about the v a l u e a s c r i b e d 
to a r t , or the i d e o l o g i e s and s o c i a l r e l a t i o n s of 
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a r t i n a c l a s s s o c i e t y , we a r e not n e c e s s a r i l y 
t a l k i n g about the s o c i a l s t a t u s of the a r t i s t 9 
During some p e r i o d s i n time the a r t i s t , o r some a r t i s t s , 
have a c h i e v e d h i g h s t a t u s w i t h t h e i r a r t ; t h i s i s 
t r u e of l a t e n i n e t e e n t h c e n t u r y R o y a l A c a d e m i c i a n s e 
But i t i s probably t r u e to say t h a t , g e n e r a l l y , the 
a r t i s t has never been as important as h i s a r t 0 
The s t r u g g l e during the R e n a i s s a n c e , and 
s i n c e , f o r the a r t i s t to be a gentleman - a r e s p e c t e d 
member of r e s p e c t a b l e s o c i e t y ~ can be understood 
i n the l i g h t of t h i s d i f f e r e n c e . . So now a l s o , 
when being a 'gentleman' i s not a common s o c i a l 
g o a l , we can understand a d i f f e r e n t s t r u g g l e f o r 
some a r t i s t s to become i n t e l l e c t u a l l y r e s p e c t a b l e -
to break away from the image of being a bohemian 
i l l i t e r a t e , and ac h i e v e the s t a t u s of the h i g h e r 
e d u c a t i o n academic. There i s a constant t e n s i o n 
e v i d e n t between the a r t i s t as producer of p a i n t i n g s , 
s c u l p t u r e , t a p e s t r y , e t c e t e r a , and the a r t i s t as 
i n t e l l e c t u a l , t h e o r i s e r , and critic„ 
The R o y a l Academy made a r t r e s p e c t a b l e 
through the Academy being an academy - a p l a c e of 
le a r n i n g o The s t a t e d e s i g n and- a r t s c h o o l system 
s e t up i n the 1830s i n s t i g a t e d a new s h i f t towards 
a r t as a t h i n g a s s o c i a t e d w i t h e d u c a t i o n - e d u c a t i o n 
being something, of c o u r s e , l a r g e l y concerned i n 
i t s p r e s e n t forms w i t h v e r b a l and i n t e l l e c t u a l - v e r b a l 
d e x t e r i t y o However, u n t i l the e a r l y 19?0s a r t 
edu c a t i o n } as a p a r t o f g e n e r a l h i g h e r e d u c a t i o n . 
4 8 J 
remained a d i s t i n c t and s e p a r a t e sphere* As 
a r e s u l t of t h i s i t was p o s s i b l e f o r a r t s c h o o l s to 
be l a r g e l y concerned w i t h making a r t e The r e c e n t 
tendency i n a r t s c h o o l s towards i n t r o d u c i n g a g r e a t e r 
element of, ' l i b e r a l ' s t u d i e s , and to move towards 
"A" l e v e l e n t r y , preceeded the a b s o r b t i o n of the a r t 
s c h o o l s i n t o the P o l y t e c h n i c s , and the i n t r o d u c t i o n 
of B.Ac degrees i n the former a r t schoolso But, 
i t would appear l i k e l y , now t h a t a r t s c h o o l s 
have been des t r o y e d as independent i n s t i t u t i o n s , 
and merged i n t o i n s t i t u t i o n s concerned l a r g e l y w i t h 
v e r b a l and examinable knowledge, t h a t the a r t s c h o o l s 
w i l l come under i n c r e a s i n g p r e s s u r e to i n t r o d u c e a 
f u r t h e r academic element i n t o t h e i r world 
T h i s a c a d e m i c i s a t i o n of a r t e d u c a t i o n , 
as commented on by i n t e r v i e w e e e i g h t , i s a l r e a d y 
e v i d e n t , as he p o i n t s out,, i n the c o l l e g e s of 
education,. C o l l e g e s of e d u c a t i o n too, of c o u r s e , 
are i n c r e a s i n g l y under p r e s s u r e to produce E d u c a t i o n 
B.Ao.'s, and to become s u b s i d i a r y i n s t i t u t i o n s of 
u n i v e r s i t i e s or p o l y t e c h n i c s , seeking v a l i d a t i o n 
f o r t h e i r c o u r s e s from u n i v e r s i t i e s and p o l y t e c h n i c s 0 
T h i s has again f o r c e d c o l l e g e s of e d u c a t i o n to i n t r o d u c e 
a g r e a t e r academic element i n t o t h e i r a r t c o u r s e s , 
thus r e i n f o r c i n g a g a i n the 'academic', i n t e l l e c t u a l , 
and non-manual e x i s t e n c e of arte. 
Purism, and the A r t Schools 
The i n c r e a s e i n the i n t e l l e c t u a l - a c a d e m i c 
content; i n a r t e d u c a t i o n , and the i n c r e a s e i n the 
number of academic q u a l i f i c a t i o n s demanded p r i o r 
to e n t r y to a r t e d u c a t i o n , i s one tendency- o b s e r v a b l e 
i n a r t e d u c a t i o n over r e c e n t y e a r s , , ^ Other 
i n t e r v i e w e e s , i n commenting on the a r t s c h o o l s , 
touched on what I have c a l l e d the ' p u r i s t 1 a t t i t u d e 
w i t h i n which a r t and a r t t r a i n i n g becomes almost a 
form of p e r s o n a l r e s e a r c h - an a c t i v i t y i n i t s e l f . 
Such a ' p u r i s t ' a t t i t u d e i s i n no way 'wrong' (and 
I have suggested e a r l i e r t h a t i t was v e r y much 
f o r c e d on a r t i s t s ) ; r a t h e r a ' p u r i s t ' a t t i t u d e t o 
a r t , i n which a r t i s seen a s a p e r s o n a l e x p l o r a t i o n 
f o r the a r t i s t , i s i n many ways in c o m p a t i b l e w i t h 
other e x p e c t a t i o n s an a r t i s t may have about h i s 
p u b l i c and h i s work being bought, used, seen, 
understood, and so f o r t h . The problem i n v o l v e d 
i n compromising a p u r i s t a t t i t u d e i s , however, t h a t 
i n d i c a t e d e a r l i e r when d i s c u s s i n g a r t i s t s being 
commissioned, f o r , p a r t of a p u r i s t a t t i t u d e i n v o l v e s 
the work of the a r t i s t being 'of him' ('me' as. 
opposed to *not-me'). Work being 'of him 8 a l s o 
means t h a t he must have t o t a l c o n t r o l over i t s 
p r o d u c t i o n . i'he comments on the e x p e r i e n c e of 
being commissioned i n d i c a t e d how d i f f i c u l t i t can be 
to both r e t a i n one'c i n t e g r i t y as an a r t i s t , and work 
under the d i r e c t i o n of somone e l s e . 
A l l t h r e e i n t e r v i e w e e s who commented on 
the a r t s c h o o l s ( a s they had e x p e r i e n c e d them) 
r e a c t e d a g a i n s t what they saw as a c a s u a l n e s s , an 
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o v e r - p r o t e e t i v e n e s s , and. an o b l i v i o u s n e s s to the 
problems and d i s c i p l i n e and compromises of b e i n g a 
working a r t i s t , c r a f t s m a n or d e s i g n e r o u t s i d e the 
a r t s c h o o l s i t u a t i o n . 
Thus i n t e r v i e w e e nine commented on how 
l i t t l e p r e p a r a t i o n he had e x p e r i e n c e d i n a r t s c h o o l 
f o r the problems of work a f t e r the a r t s c h o o l p e r i o d : 
t h e r e ' s v e r y l i t t l e p r e p a r a t i o n f o r working 
a l o n e , a f t e r you l e a v e the p l a c e •=• a k i n d of 
c u s h i o n i n g between the two s t a t e s . You know, 
you are t h e r e , p r o t e c t e d by a system w i t h 
a g r a n t , which g i v e s you enough to l i v e on a t 
l e a s t ( I don't o b j e c t to the g r a n t : t h a t ' s 
f i n e ) , but t h a t ' s j u s t how i t t u r n s out, t h a t 
a l o t of people a r e n ' t strong enough when they 
l e a v e the p l a c e t o , k i n d o f , continue working 
the way they'd l i k e t o . A l o t of compromise 
i n v o l v e d . Which may be a good way of f i l t e r i n g 
out some of the elements anyway, but... i t ' s 
an a r t i f i c i a l k i n d o f . . t 
Again now, i n the above, note t h a t the 
problem he i s t a l k i n g about i s e s s e n t i a l l y one of 
'c o n t r o l ' ; thus the a r t s c h o o l system as he sees i t 
l e a v e s a l o t of people not " s t r o n g enough , . . to 
. . . continue working the way they'd l i k e t o . " They 
are not s t r o n g enough, t h u s , to r e s i s t t h a t which 
d e s t r o y s t h e i r c o n t r o l over their" own work - the 
i n t e g r i t y of theix" own work. 
I n t e r v i e w e e f i v e , a f a b r i c d e s i g n e r , had 
exp e r i e n c e d as a working d e s i g n e r more f u l l y t h a n 
any o t h e r of the i n t e r v i e w e e s the d e s t r u c t i o n of the 
p o s s i b i l i t y of h e r c o n t r o l l i n g h e r own work. She 
r e t o l d her e x p e r i e n c e of f i r s t b e ing a t a r t c o l l e g e , 
and then, l a t e r , going back to the c o l l e g e to do 
seme t e a c h i n g . 
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I t h i n k , during f o u r y e a r s t h e r e , I d i d / c o n s i d e r 
the r o l e of the a r t s c h o o l s to be s a t i s f a c t o r y / ; 
but now, I'm becoming more and more a n t i - a r t - s c h o o l , 
j u s t from my own e x p e r i e n c e - because I d i d 
go back and t e a c h at the same a r t - s c h o o l , a 
few y e a r s l a t e r . And, in-between I had a 
job i.vhich was d e s i g n i n g f o r a f i r m , and J. 
went back to t a l k to and h e l p people who would 
be, e v e n t u a l l y , d e s i g n e r s i n the same s i t u a t i o n . 
And they were s t i l l v e r y much wrapped up i n 
t h e i r own i d e a s , and i t was probably t h e i r 
f i n a l y e a r , which meant they should be t h i n k i n g 
a l i t t l e abo\it what would happen to them,. 
And they seemed so unaware of i t a l l - unaware 
t h e i r i d e a s would be crushed the minute they 
a r r i v e d on a Monday morning. They would have 
v e r y l i t t l e freedom - t h e r e ' s so much freedom 
i n an a r t c o l l e g e , even i f you're g i v e n a 
p r o j e c t , yoix're allowed to go away and work 
on i t , and come up w i t h the end pro&uat, 
i n the end. Al s o t h e i r l a c k of u n d e r s t a n d i n g 
of time; on a normal working-day you have to 
produce something - u s u a l l y by a d e a d l i n e of 
some s o r t ; when you work on a p r o j e c t i n an a r t 
c o l l e g e you can have weeks t o do i t . . . , maybe 
work i n your own time as w e l l . . . , no sense of 
urgency..., somehow slow; t h a t comes as a 
t e r r i b l e shock - i t d i d to me - t h a t you c a n ' t 
s i t around f o r about t h r e e hours, and say, 
'I'm being i n s p i r e d ' ; the machines are 
churning round on one s i d e , arid people a r e 
wondering where y o u ' l l f i t i n . So, Ro: 
I'm v e r y d i s i l l u s i o n e d w i t h a r t - c o l l e g e s a t 
the moment 0 
Thus, i n a r t school she had e x p e r i e n c e d a t o t a l 
c o n t r o l over her own time and work as a d e s i g n e r — 
t h i s c o n t r o l w i t h i n the a r t - s c h o o l b e a r i n g no r e l a t i o n 
to the s o r t s of demands, r e s t r i c t i o n s , o r g a n i s a t i o n s , 
and time s c h e d u l e s she would have to f i t i n t o 
o u t s i d e the c o l l e g e environment as a working d e s i g n e r . 
I n t e r v i e w e e f i f t e e n t o l d of a v e r y s i m i l a r 
e x p e r i e n c e i n r e l a t i o n to f i l m s c h o o l s , and the 
f i l m departments of a r t s c h o o l s : 
I have worked w i t h a few of them, and one of the 
t h i n g s yo\i've got to do when making a f i l m . . . 
film-making i s a. s o c i a l b u s i n e s s ; you have a 
group of people; n e c e s s a r i l y a. group of 
people working to g e t h e r making a f i l m . And 
d i s c i p l i n e i s an e s s e n t i a l p a r t of t h i s . 
Say, time-keeping-, s t a r t i n g a t the right, 
time i n the morning, and working on 
i t . But I ' v e a c t u a l l y been w i t h people from 
the E o y a l C o l l e g e where the d i r e c t o r doesn't 
t u r n up t i l l mid-day, and people a r e hanging 
around w a i t i n g f o r him, and he s a i d he d i d n ' t 
f e e l l i k e i t . T h i s to me i s what I would 
c a l l ' u n - p r o f e s s i o n a l ' : t h i s to me i s the 
d i f f e r e n c e between amateur and p r o f e s s i o n a l . 
And he had people fi'om a c t i n g s c h o o l hanging 
around, and had h i s other c o l l e a g u e s hanging 
around, and nothing g e t s done; so the whole 
p r o j e c t gets f r i t t e r e d away. . And I would say 
t h a t film-making has t h i s c e n t r a l d i s c i p l i n e 
about i t ; t h e r e ' s a d i s c i p l i n e about f i l m -
making - whatever k i n d of f i l m making. And 
a r t s c h o o l s don't seem to me to have engendered 
t h i s a t a l l . T h a t ' s a v e r y quick summary; 
t h e r e ' s a l o t more to be s a i d . I can go on 
f o r hours on t h a t one» 
A l l the t h r e e above comments on a r t - s c h o o l s 
are e s s e n t i a l l y f o c u s s i n g on the q u e s t i o n of 
In-d i s c i p l i n e i n work. I t c o u l d be counter argued 
t h a t the a r t - s c h o o l should not have to conform 
to the s o r t of s o c i e t y i t s e r v e s , but, r a t h e r , should 
o f f e r the maximum freedom i n working, g i v e n t h a t 
t h i s w i l l be one of the few o p p o r t u n i t i e s i n a person' 
working l i f e when he or she ceji c r e a t e and make 
without problems of f i n a n c e , time, or the d i c t a t e s . 
of employers or commissioners. On the o t h e r hand, 
however, the t h r e e c r i t i c i s m s above are s u g g e s t i n g 
t h a t the s c h o o l s a r e sending s t u d e n t s out unprepared 
f o r the s i t u a t i o n w i t h i n which they w i l l have to e a r n 
t h e i r l i v i n g and attempt to p r o t e c t t h e i r freedom 
i n work. 
More fundamentally, however, we can see 
t h a t the a t t i t u d e s to work c r i t i c i s e d by the t h r e e 
i n t e r v i e w e e s are a l l a t t i t u d e s which r e l a t e to a 
s i t u a t i o n i n which many of those who t e a c h i n the 
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a r t s c h o o l s , and many of the s t u d e n t s "being taught, 
do not, or never w i l l have t o , supjjort themselves 
f u l l time as artists<> Many stu d e n t s w i l l become 
a r t t e a c h e r s , and o t h e r s w i l l c e a s e b e i n g p r a c t i s i n g 
artists„ Some w i l l attempt to make t h e i r l i v i n g 
from t h e i r own work. But, as a t e a c h e r , one can 
t a k e time over one's a r t - one can seek i n s p i r a t i o n 
and avoid commissions. W i t h i n the i d e o l o g y of 
a r t developed s i n c e the R e n a i s s a n c e the a r t i s t has 
become c o n s t r u c t e d as a s p e c i a l k i n d of mental or 
i n t e l l e c t u a l i n s p i r e d worker,. The a t t i t u d e to work 
and d i s c i p l i n e c r i t i c i s e d by the t h r e e i n t e r v i e w e e s 
quoted above i s an a t t i t u d e t h a t can be s e e n a s 
being p a r t of such an ideology,. 
Being a f u l l - t i m e a r t i s t i n v o l v e s a d i f f e r e n t 
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way of working. ^ One must accept commissions, and 
one must s t e a d i l y produce s u f f i c i e n t work to e x h i b i t 
r e g u l a r l y and s e l l r e g u l a r l y . ' I n s p i r a t i o n ' must 
be p r e s e n t as p a r t of involvement i n the work, 
r a t h e r than as a f l e e t i n g s t a t e of mind to be w a i t e d 
upon. 
I n a s f a r , t h e r e f o r e , as the t h r e e c h a r a c t e -
r i s a t i o n s of a r t s c h o o l s g i v e n above by the i n t e r v i e w e e s 
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are r e p r e s e n t a t i v e of a r t s c h o o l s i n g e n e r a l , 
they i n d i c a t e y e t one f u r t h e r way i n which e x i s t i n g 
s o c i a l r e l a t i o n s of a r t a r e reproduced. A p a r t i c u l a r 
a t t i t u d e to work, to a r t , and to c r e a t i v i t y i s 
made p o s s i b l e and/or engendered, and a r t can be 
seen a s being p r a c t i s e d i n a manner c l o s e r to 'play' 
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than to work: ' P l a y ' , h e r e , i n an i n t e l l e c t u a l 
and d i l e t t a n t e s e n s e c 
The a r t - t e a c h e r , however, i s not simply 
s i g n i f i c a n t on account of the c o n d i t i o n s under which 
he works as a r t i s t making p o s s i b l e a p a r t i c u l a r 
a t t i t u d e to works He a l s o has a more d i r e c t 
e f f e c t on the a r t i s t attempting to work f u l l - t i m e 
as an a r t i s t and l i v e as a working producer of 
p i c t u r e s or s c u l p t u r e or t a p e s t r y . I'or many a r t 
t e a c h e r s (and i n p a r t i c u l a r t h o s e t e a c h i n g i n h i g h e r 
education) c o n s i d e r themselves to be p r o f e s s i o n a l 
a r t i s t s ( a s i s made c l e a r i n the i n t e r v i e w s ) * As 
p r o f e s s i o n a l a r t i s t s they h o l d e x h i b i t i o n s every now 
and then c. However, s i n c e they do not r e q u i r e to 
s e l l t h e i r work i n order to l i v e as a r t i s t s s the 
p r i c e s they charge are o f t e n not economic p r i c e s , 
i n the sense of being p r i c e s t h a t would g i v e a 
re a s o n a b l e r e t u r n on work done so as to e a r n 
s u f f i c i e n t income to continue working« Given, 
however, the numbers of a r t t e a c h e r s who e x h i b i t 
and s e l l , i t can be seen t h a t t h e i r s e l l i n g t h e i r 
work below what we could c a l l an economic p r i c e w i l l 
tend to have a d e p r e s s i n g e f f e c t on p r i c e s i n general.. 
I n o t h e r words, the f a c t t h a t a r t - t e a c h e r s tend to 
u n d e r - p r i c e t h e i r work, makes i t h a r d e r f o r f u l l - t i m e 
a r t i s t s to s e l l a t p r i c e s y i e l d i n g a r e a s o n a b l e 
return,, 
One p a i n t e r w i t h whom I had a b r i e f 
c o n v e r s a t i o n on t h i s p oint s a i d , Yes; t h a t was a 
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p o i n t o f view, "but he l i k e d h i s work t o go t o good 
homes, and "be a p p r e c i a t e d , even i f t h i s meant 
u n d e r - p r i c i n g h i s worke 
I t i s of course the cumulative e f f e c t 
o f a t t i t u d e s such as t h i s h e l d i n d i v i d u a l l y t h a t 
makes i t harder f o r the f u l l - t i m e a r t i s t t o s e l l 
h i s work. I t compels the f u l l - t i m e a r t i s t i n the 
end, i n f a c t , t o seek t o e i t h e r break i n t o t h e ' b i g -
time' , i n which case he ceases s e l l i n g on ' o r d i n a r y ' 
markets t o o r d i n a r y people, or else t o cease being 
a f u l l - t i m e a r t i s t e 
I t i s i n t h i s sense, of course, t h a t 
s t a t e p r o v i s i o n f o r the a r t s , and s t a t e p r o v i s i o n 
o f employment f o r a r t i s t s , has f u r t h e r had the 
consequence of s e p a r a t i n g the a r t i s t from h i s 
p o s s i b l e p u b l i c s . 
The Designer 
I n t e r v i e w e e f i v e , , a designer, e x e m p l i f i e s 
the a n t i - t h e s i s of the freedom t o work as an a r t i s t 
i n t o t a l c o n t r o l o f one's own work w i t h time t o be 
' i n s p i r e d ' . I n t e r v i e w e e t h i r t e e n , by c o n t r a s t , 
was also a designer, much enjoyed--much g r e a t e r 
c o n t r o l over her work. I n t e r v i e w e e t h i r t e e n has. 
a l o n g and successful career behind h er, w h i l e 
i n t e r v i e w e e f i v e i s younger, and experiences much 
more a c u t e l y the f r a g m e n t a t i o n of work i n v o l v e d i n 
being an i n d u s t r i a l designer who has not got (as 
i s t he case w i t h i n t e r v i e w e e t h i r t e e n ) a n a t i o n a l 
r e p u t a t i o n , had hence an a b i l i t y t o i n s i s t on c o n t r o l 
over her work and what i s done w i t h i t * I n t e r v i e w e e 
t h i r t e e n ' s g r e a t e r c o n t r o l over her work i s not 
a f u n c t i o n o f her g r e a t e r experience, but of her 
r e p u t a t i o n , and the s o r t s o f f i r m s she has worked 
i n * 
I n t e r v i e w e e t h i r t e e n d e f i n e d design as 
being : 
d i f f e r e n t from a r t i n so f a r t h a t i t i s 
interdependent; i t i s done f o r a s p e c i f i c 
purpose, whereas a r t i s not© 
However, i n d e f i n i n g a r t t h u s , she was d i f f e r e n t i a t i n g 
d esign from what a r t i s , r a t h e r than from what she 
f e l t a r t could be„ For she saw a r t v i n a d i f f e r e n t 
s i t u a t i o n , as being something which would not be 
l i m i t e d t o simply the f i n e a r t s : 
a r t should be something one l i v e s withe A l l 
the t h i n g s one l i v e s w i t h should be beautiful„ 
This a t t i t u d e t o what a r t c o u l d , or should, 
be, i s , of course, close t o t h a t of W i l l i a m M o r r i s <, 
She went on, i n f a c t , t o r e a c t adversely t o t h e 
way i n which a r t i s t s become s p e c i a l named i n d i v i d u a l s 
- a phenomenon which we have noted i n t h i s t h e s i s t o 
be l i n k e d t o the development o f a r t as a p r a c t i c e 
r e s t r i c t e d t o a l i m i t e d range o f ' f i n e a r t s ' o 
Thus, w h i l e n o t i n g t h a t " a r t i s t s on the whole are 
r a t h e r on a p e d e s t a l , and so exposed",, she also 
commented t h a t 
The Japanese never signs h i s work, a t a l l ; 
a n <^ " t h ^ ' s why i t ' s so goodc Because thev_ 
don't t h i n k 01 i t as a work o f a r t 6 
E a r l i e r , i n d i s c u s s i n g the craftsman and 
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t h e a r t i s t - c r a f t s m a n , we noted t h e tendency f o r 
craftsmen t o assert themselves as ' a r t i s t s ' ~ an 
a s s e r t i o n which, i f accepted, l e d not o n l y t o "heir 
having g r e a t e r c o n t r o l over t h e i r work, h u t a l s o 
t o a g r e a t e r i n d i v i d u a l i s m and n o n - f u n c t i o n a l i t y i n 
t h e i r work,, Consistent w i t h her view t h a t 
Japanese work was "so good" because "the Japanese 
never signs h i s work", and "they don't t h i n k o f i t as 
a work o f a r t " , i n t e r v i e w e e t h i r t e e n also r e a c t e d 
a g a i n s t the tendency f o r craftsmen t o "become 'as i f 
i n d i v i d u a l i s e d a r t i s t s : 
I'm dead against a l l the i n d i v i d u a l * . , you know,, 
a r t — c r a f t ; , ceramics which pretend t o he p o t t e r y , 
or p o t t e r y which pretends t o be s c u l p t u r e , and 
weaving which pretends t o be t a p e s t r y and 
p a i n t i n g s 
As a weaver-designer i n t e r v i e w e e t h i r t e e n 
had worked i n a f a c t o r y where she, as d e s i g n e r , 
got t o know the whole process, and supervj.se a l l 
processes. T h i s was, f o r h e r , a good working 
s i t u a t i o n , f o r i t meant t h a t 
t h e y are not allowed t o change th e colou.r, o r 
they are not allowed t o change the y a r n . 
That one's work i s a l t e r e d i n these ways i s a v e r y 
r e a l problem f o r a f a b r i c d e s i g n e r , f o r , as: i n t e r v i e w e e 
t h i r t e e n p o i n t e d o u t , 
I f you work as a f r e e - l a n c e person, and you 
s e l l your designs, they can do a n y t h i n g they 
l i k e , and y o u ' r e i n the end you are a b s o l u t e l y 
shocked what comes o u t 0 
This s i t u a t i o n o f being a f r e e - l a n c e 
d e s i g n e r , w i t h no c o n t r o l over the use o f your 
designs, or the f a b r i c t o be used, or even the 
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c o l o u r s you have arranged, i s the u l t i m a t e l o s s o f 
c o n t r o l f o r somone working i n the a r t / c r a f t / d e s i g n 
f i e l d s * I n t e r v i e w e e f i v e , t he younger d e s i g n e r , 
was i n t h i s s i t u a t i o n D e s c r i b i n g her work 
i n t e r v i e w e e f i v e s a i d t h a t 
you s t a r t o f f being v e r y v e r y i n s p i r e d , and 
t h e n , suddenly, you come down t o t h i s l i t t l e 
t i n y idea which w i l l be mass produced, o r whatever, 
and, p o s s i b l y . e c o i n my case I never r e a l l y see 
my designs f i n i s h e d i n any shape or form. 
Once I've p a i n t e d up the des i g n , which can be 
perhaps, s i x inches square, t h a t i s the l a s t I 
see o f i t . So I don't even have the s a t i s f a c t i o n 
o f seeing c o l o u r weaves, or even a piece o f 
f a b r i c , ever. 
P r e v i o u s l y i n t e r v i e w e e f i v e had worked i n 
a f a c t o r y , where she was able t o see t h e end product© 
The d i v i s i o n s between d e s i g n e r s , t e c h n i c i a n s , 
machine o p e r a t o r s , managers, and c o - o r d i n a t o r s t h a t 
she experienced t h e r e are expressed c l e a r l y i n her 
account: 
you are never thought of as somone who i s 
i n s p i r e d . I mean, i f you t o l d somone t h a t 
you need i n s p i r a t i o n before you co u l d produce 
anymore i d e a s , i t would get a k i n d of g e n t l e 
laugh - they j u s t don't b e l i e v e i t . I remember 
once b r i n g i n g i n some f l o w e r s , some r e a l flowers., 
t o draw w i t h , because I thought by t h a t I ' d 
perhaps have an id e a come out o f i t , and, i t 
was unheard o f * To s i t t h e r e drawing f l o w e r s , -
t h e r e was no conne c t i o n between t h a t and r o l l s -
o f f a b r i c a t the other__end of the room. I 
t h i n k mainly because - perhaps not j u s t i n t h e 
k n i t t i n g i n d u s t r y b u t I suppose i t ' s l e s s so 
i n the p r i n t - most o f the people who work 
i n the f i r m are t e c h n i c i a n s . They have a 
t e c h n i c a l t r a i l i n g , and not an a r t t r a i n i n g . 
And the mind i s j u s t d i v i d e d . And I've also 
worked f o r somone who was known as a design 
c o - o r d i n a t o r , which meant t h a t he chose the 
designs, brought i n designs from o t h e r people, 
chose co l o u r s f o r t h e f a b r i c s , and would also 
put the f i n a l range t o g e t h e r . And he was j u s t 
.a t e c h n i c i a n ; he had no idea. - no a r t i s t i c 
t r a i n i n g whatsoever* Pie would ask my o p i n i o n 
b u t r e a l l y , my o p i n i o n was t h e r e , and he would 
be the one who would have the l a s t wordo So, 
I t h i n k t h e r e ' s j u s t a d i v i s i o n between two 
sets of people i n the f i r m . 
Again i n the above we see the issue o f 
power ( c o n t r o l ) and the d i v i s i o n o f labour as c e n t r a l 
t o her account. As a designer she was a s - i f t e c h n i c i a n , 
and was seen as one who a p p l i e d s k i l l s , i n the same 
sense as a p p l y i n g a r t i n the 19th c e n t u r y usage o f 
the term, ' a p p l i e d a r t 1 . The designer i s i n the 
above not seen as a c r e a t o r , but as an a p p l i e r o f 
the d i s c o v e r i e s o f o t h e r s . As but one p a r t of 
the d i v i s i o n of labour w i t h i n the p r o d u c t i o n process 
she had no c o n t r o l over her work. She suggested, 
however, t h a t 
I f I ' d woven a piece o f f a b r i c , I ' d have much 
more f e e l i n g f o r i t , because I would have 
a c t u a l l y put i t t o g e t h e r . 
And t h i s comment can be seen as embodying the 
d i s t i n c t i o n encountered e a r l i e r between work t h a t 
i s "me" and work t h a t i s "not-me". As a designer 
in. a f a c t o r y she was a l i e n a t e d from her own 
p r o d u c t , j u s t as two of the f o u r i n t e r v i e w e e s 
examined e a r l i e r i n r e l a t i o n t o being commissioned 
t o produce a s p e c i f i c piece of work ended up f e e l i n g 
a l i e n a t e d from, t h e i r own work. 
I n t e r v i e w e e t h i r t e e n had experienced a 
much g r e a t e r degree o f c o n t r o l over her workc 
16 
She e x p l a i n e d i n her i n t e r v i e w t h a t sometimes she 
designed d i r e c t l y onto the power loom ( t h i s i n v o l v i n g 
o t h e r people having t o a s s i s t i n changing wools, 
u n p i c k i n g pieces, and so f o r t h ) . This form of 
^9? 
work, she e x p l a i n e d , was very f r u s t r a t i n g , even 
though i t was she who had c o n t r o l over what was. 
done. She p r e f e r r e d working d i r e c t l y onto 
a hand-loom, c r e a t i n g t h e r e a p r o t o t y p e f o r the 
power loom. This l a t t e r way of working gave her 
t o t a l c o n t r o l over her design, as w e l l as g i v i n g 
her the d i r e c t experience of weaving the design - the 
experience t h a t i n t e r v i e w e e f i v e s t a t e d would 
have enabled her t o have "much more f e e l i n g " f o r 
her work. 
I n t e r v i e w e e f i v e , t h e younger de s i g n e r , 
was working, at the time o f being i n t e r v i e w e d , as a 
f r e e - l a n c e s e l l i n g t o an agent. As a f r e e - l a n c e 
her c o n t r o l over her work i s minimal: 
I may, f o r i n s t a n c e , say i t w i l l be r e d , white.', 
and b l u e , - and i t may be on the f i n i s h e d 
drawing; b u t , by the time the manufacturer 
has bought i t , and he's thought about i t i n 
r e l a t i o n t o a l l h i s other f a b r i c s produced f o r 
t h a t season, i t may t u r n out t o be brown, orange, 
and r e d . I t w i l l change so many t i m e s , 
Quite o f t e n designers have been i n f u r i a t e d -
e s p e c i a l l y i f they have a name which they 
f e e l should be p r o t e c t e d at a l l c o s t s . They 
j u s t don't recognise t h e i r f a b r i c s when t h e y ' r e 
produced. 
I t i s t h i s s o r t of experience which 
c o n t r a s t s so s t r o n g l y w i t h her experience of a r t 
sc h o o l , c i t e d e a r l i e r . The o n l y p o s s i b l e p r o t e c t i o n 
a g a i n s t t h i s t o t a l l a c k o f c o n t r o l over one's own 
p r o d u c t i o n i s " i f you have a name" —- and, a^ 
she i n d i c a t e s , even those who have names t o p r o t e c t 
do experience t h i s s o r t o f t r a n s f o r m a t i o n o f t h e i r 
work i n t o unrecognisable forms«, 
Being a named designer i s g e n e r a l l y , 
however, very d i f f e r e n t from "being an o r d i n a r y 
designero As a 'named' designer ( a designer w i t h 
a r e p u t a t i o n ) you a r e , i n a sense, 'as i f 
an a r t i s t : your work i s seen as being i n d i v i d u a l , 
c r e a t i v e , r e q u i r i n g i n s p i r a t i o n , and, somehow, i t i s 
a e s t h e t i c , r a t h e r t h a n simply t e c h n i c a l * 
The c u l t of t h e individual,named designer 
i s not new, but i t has developed s t r o n g l y over the 
l a s t few years ( t h e .fashion f i e l d b e i ng an obvious 
example)o I n being 'named, one i s a ' s t a r ' -
a p e r s o n a l i t y ; i n being a s t a r and a p e r s o n a l i t y , 
one i s l i k e an a r t i s t i n the f i n e a r t s , Most 
i m p o r t a n t l y , i n being l i k e an a r t i s t , one also 
has, t o a degree, the c o n t r o l over one's work 
common t o the a r t i s t . I n t e r v i e w e e f i v e p o i n t e d 
out t h a t 
i f you have a name, you can s e l l them / d e s i g n s / 
f o r an i n c r e d i b l e amount - j u s t an o r d i n a r y 
p r i n t d e s i g n , also an o r d i n a r y knitwear, 
designo 
J u s t , t h e r e f o r e , as the craftsman i n being a named 
a r t i s t - c r a f t s m a n can hope t o e x e r c i s e g r e a t e r c o n t r o l 
over h i s work through being a named a r t i s t - c r a f t s m a n , 
so t h e d e s i g n e r , by becoming a named s p e c i a l 
i n d i v i d u a l ( l i k e an a r t i s t ) can g a i n g r e a t e r c o n t r o l * 
Lacking t h a t c o n t r o l , and l a c k i n g t h a t r e p u t a t i o n , 
one i s i n the s i t u a t i o n of i n t e r v i e w e e f i v e : 
I know I've got t o produce a c e r t a i n number 
t h i s week. So I've changed, I'm now a 
person who produces t h i n g s I don't p a r t i c u l a r l y 
like» Only i n t h a t f i e l d o f f a b r i c designing» 
I f i t was something l i k e embroidery, or weaving, 
•then i t would be much more met I wouldn't be-
so separated from i t e ~ 
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The Dilemma 
As a craftsman, o r d e s i g n e r , who i s not an 
a r t i s t one i s t r e a t e d as a t e c h n i c i a n : you have no 
c o n t r o l over your own work. As an a r t i s t you 
experience o t h e r c o n s t r a i n t s — the s o r t s o f c o n s t r a i n t s 
1 Pi 
r e f e r r e d t o "by i n t e r v i e w e e e i g h t . As an a r t i s t 
you work w i t h i n a form of p r o d u c t i o n dominated by 
the s o r t s o f i d e o l o g i e s and a t t i t u d e s which i t i s t h e 
aim o f t h i s study t o discuss.. However, from the 
p o i n t of view of any working i n d i v i d u a l , the main 
d i f f e r e n c e between being an o r d i n a r y craftsman, 
d e s i g n e r , or worker, and being an a r t i s t , a r t i s t -
c r a f t s m a n , or a r t i s t - d e s i g n e r , i s t h a t being 
considered i n one of the l a t t e r senses you have 
a g r e a t e r c o n t r o l over your own work. 
W i l l i a m M o r r i s , and o t h e r s , attempted t o 
r e v i v e t h e c r a f t s as forms of p r o d u c t i o n i n which 
the producer had d i r e c t c o n t r o l over h i s work and 
d i r e c t c o n t a c t w i t h h i s p r o d u c t . However, as we 
noted i n chapter two, M o r r i s came t o consider i t 
i m p o s s i b l e t o e f f e c t any change i n a r t or g e n e r a l 
p r o d u c t i o n , through i n d i v i d u a l a c t i o n s . M o r r i s 
ended up s e l l i n g h i s go.ods t o the r i c h , and making 
what became, i n e f f e c t , l u x u r y goods. C r a f t 
p r o d u c t i o n since t h e n has c o n t i n u a l l y faced t h i s 
dilemma,and has tended towards the p r o d u c t i o n o f 
l u x u r y goods, w i t h the craftsmen themselves being 
promoted 'as i f a r t i s t s . 
As a s u c c e s s f u l a r t i s t , however, you t e n d 
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to become sucked into.- the r e l a t i o n s dominated by 
the London a r t d e a l e r s , the n a t i o n a l c r i t i c s , t he 
major g a l l e r i e s , and the sm a l l p u b l i c t h a t r e l a t e s , 
t o these i n s t i t u t i o n s . As an a r t i s t , you have 
c o n t r o l over the p r o d u c t i o n o f your work, b u t , 
o f t e n , not of i t s use. As an unsu c c e s s f u l a r t i s t , 
however, you w i l l be l u c k y t o be able t o continue 
being an a r t i s t a t a l l . As. a t e a c h e r , you w i l l have 
the o p p o r t u n i t y t o , so t o speak, 'keep your hand i n ' , 
but ' a r t ' i s not how you make your l i v i n g , and the 
d i f f e r e n c e between teach i n g a r t w h i l e also producing 
some, and simply producing a r t and l i v i n g by the 
sale o f t h a t a r t , i s fundamental. 
W i l l i a m M o r r i s ' s experience of being 
a r t i s t and craftsman l e d him t o analyse and present-
a c r i t i q u e of the very d i v i s i o n o f labour t h a t the 
a r t i s t , craftsman and designer are p a r t o f . I t i s 
through t h a t a n a l y s i s t h a t we can l o c a t e and under-
stand the d i f f e r i n g r e a c t i o n s o f those i n t e r v i e w e d 
t o t h e i r v a r i o u s s i t u a t i o n s and experiences. The 
d i v i s i o n of labour i s about the d i v i s i o n and f r a g -
m e ntation of power and c o n t r o l over work, and i t i s 
about the experience o f the product of work being 
'me 1or 'not-me'. The a t t e m p t s , s i m i l a r l y , by 
craftsmen and designers t o manipulate the d e f i n i t i o n s 
of themselves so as t o be 1 a r t i s t ' - c r a f t s m a n , o r 
1 a r t i s t ' - d e s i g n e r , can be seen as. attempts t o 
achieve d i f f e r e n t p o s i t i o n s w i t h i n t he d i v i s i o n o f 
labour - p o s i t i o n s t h a t g i v e the producer maximum 
c o n t r o l over work, and t h e g r e a t e s t chance o f producing 
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work t h a t i s 'of him'„ • 
The 'Problems' o f being an A r t i s t 
I have r e f e r r e d i n t h e preceeding d i s c u s s i o n 
t o the 'problems' o f being an artist<> I mentioned 
i n passing the m y s t i f i c a t i o n o f the a r t i s t , as w e l l 
as r e f e r r i n g t o the general arguments of the t h e s i s 
concerning the ways i n which the s t a t e agencies and 
the a r t market separate the a r t i s t from p o s s i b l e 
p u b l i c s , i n t e r p r e t h i s work t o p o s s i b l e p u b l i c s s 
and lessen h i s p o s s i b l e c o n t r o l over how h i s work 
i s e x h i b i t e d , d i s t r i b u t e d , s o l d and used. 
Many o f the refer e n c e s which e x e m p l i f i e d . 
the problems o f being ' a r t i s t ' (as. opposed t o craftsman 
or designer, or t e c h n i c i a n ) , i n the statements by 
the i n t e r v i e w e e s centred on the r e a c t i o n of the 
' p u b l i c ' t o a r t e Thus, i n t e r v i e w e e t w e l v e , a p r i n t 
maker and draughtsman, suggested t h a t ; 
when i t comes t o the l i v i n g a r t i s t t hey /the 
e n g l i s h p u b l i c / are as f r i g h t e n e d as a n y t h i n g : 
because they Haven't the courage of t h e i r 
c o n v i c t i o n s t o buy what they l i k e , and, what 
is. worse, they don't know what they l i k e * 
This p o s i t i o n c o n t r a s t s w i t h t h a t o f t e n experienced 
by the craftsman, f o r , w h i l e ' a r t ' i s o f t e n seen as 
a closed book - a f i e l d i n which people do not 
f e e l safe t o venture opinions - the c r a f t s are o f t e n 
too much t h e r e v e r s e : hence again the e f f o r t s by 
some craftsmen t o el e v a t e themselves t o the 
p o s i t i o n o f a r t i s t , or a r t i s t - c r a f t s m a n , , 
I n t e r v i e i f e e i l commented on the a t t i t u d e 
of t h e p u b l i c t o a r t i n s i m i l a r v e i n t o i n t e r v i e w e e 
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t w e l v e 9 when he s a i d t h a t 
the p u b l i c these days are t e r r i f i e d o f being 
made a f o o l o f , made t o lo o k s t u p i d ; they can't 
comprehend what's going on i n the w o r l d of a r t , 
and so th e y , i n a sense, are anxious t o get 
back at the a r t i s t i n some small way or o t h e r . 
And I t h i n k i t ' s p e r f e c t l y understandable - indeed 
t o be expectedo 
The p u b l i c being " f r i g h t e n e d " ( i n t e r v i e w e e 
t w e l v e ) and " t e r r i f i e d " ( i n t e r v i e w e e two) o f v e n t u r i n g 
t h e i r own judgements on work i s what we might expect 
i f my arguments i n t h i s and e a r l i e r chapters are 
c o r r e c t . Thus, i f ( a ) the employment o f a r t i s t s 
as teachers has tended t o produce a s i t u a t i o n where 
a r t i s t s b o t h i n t e r a c t l e s s w i t h t h e i r p u b l i c , and, 
as a c o r o l l o r y ; pursue a ' p u r i s t ' a t t i t u d e t o t h e i r 
a r t , and, (b) experience of a r t by the p u b l i c i s 
now e x t e n s i v e l y mediated through the A r t s C o u n c i l and 
t h a t which i t supports, and through the i n t e r n a t i o n a l 
a r t t r a d e as based i n London, and through s t a t e 
a r t g a l l e r i e s , and through the n a t i o n a l press as 
based i n London and l i n k e d t o the i n t e r n a t i o n a l a r t . 
t r a d e and n a t i o n a l c o l l e c t i o n s of i n t e r n a t i o n a l a r t 
i n t h e major p u b l i c g a l l e r i e s , t h e n , i t would f o l l o w 
t h a t any conf u s i o n ( f e a r or t e r r o r ) as t o what a r t 
i s , on t h e p a r t of t h e 'general p u b l i c ' i s only t o 
be expected. ' A r t ' , i f my argument i s c o r r e c t , 
r e l a t e s t o the 'general p u b l i c 1 v e r y - l i t t l e . 
And the a r t i s t s , unless they cease being so i n v o l v e d 
i n e d u c a t i o n , and make more e f f o r t t o i n t e r a c t d i r e c t l y 
w i t h p o s s i b l e p u b l i c s , r e l a t e t o the gen e r a l public-
even l e s s . 
I n t e r v i e w e e twelve p i n - p o i n t e d one source 
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o f t h e c o n f u s i o n over a r t on t h e p a r t of the general 
p u b l i c when he bemoaned the f a c t t h a t 
There's t h i s d r e a d f u l tendency of o n l y seeing 
the f a s h i o n a b l e , and not r e c o g n i s i n g excellence: 
over a wide f i e l d . T h i s I do t h i n k i s s e r i o u s , 
because i f you're on the band-waggon, and 
producing whatever's a c c e p t a b l e , you're away; 
and i f you're ploughing your own p a r t i c u l a r 
f u r r o w , and s t i c k i n g t o what you want t o do, 
and what you know i s r i g h t f o r you ~ i f i t 
doesn't happen t o c o i n c i d e w i t h t h a t , you've 
had i t o 
The ' f a s h i o n a b l e ' t h a t he t a l k s o f i s , o f course, 
a f a s h i o n which i s the embodiment of h i s t o r y b e i n g 
w r i t t e n as i t happens; the a r t market, the c r i t i c s , 
and t h e buyers and g a l l e r i e s , t o g e t h e r produce 
f a s h i o n s which i n t u r n are w r i t t e n upas i f these 
represented what was a c t u a l l y happening i n a r t i n 
19 
a g e n e r a l sense a t any p a r t i c u l a r time© 
I n t e r v i e w e e f o u r , a p a i n t e r and engraver, 
i n d i c a t e d another problem i n the present s i t u a t i o n 
o f a r t and being an a r t i s t when he argued t h a t : 
the a r t i s t i c v i s i o n i s so disconnected by t h e 
way the w o r l d i s construed i n i t s economical 
aspect; i t ' s j u s t an a d j u n c t ; i t ' s j u s t 
a . d e c o r a t i o n i n f a c t o You know V i c t o r i a n a r t 
symbolised the whole o u t l o o k o f a r t t h a t 
developed since t h e n , and j u s t hasn't been 
shaken o f f . 
T h i s view i s close t o t h a t o f W i l l i a m M o r r i s , when 
M o r r i s argued t h a t 
so f a r from beauty being a necessary i n c i d e n t 
t o a l l handiwork, i t i s always absent from i t 
unless i t i s bargained f o r as a s p e c i a l separate 
a r t i c l e having i t s own market v a l u e . 
The domination o f a r t by f a s h i o n r e f e r r e d 
t o above i s o f course made p o s s i b l e by the very 
p e r i p h e r a l nature o f a r t as an " a d j u n c t " ~ a 
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d e c o r a t i o n added t o o b j e c t s and environments, r a t h e r 
than i n t e g r a l t o form, content or p-arpose« I t i s 
al s o t h e very p e r i p h e r a l n a t u r e o f a r t today which 
i s p a r t cause o f the c o n f u s i o n o f the gen e r a l p u b l i c : 
r e f e r r e d t o e a r l i e r e 
While a r t may be a p e r i p h e r a l element today, 
b o t h i n t e r v i e w e e eleven, and i n t e r v i e w e e t h i r t e e n 
r e t o l d i n c i d e n t s which are r e v e a l i n g of a p o t e n t i a l : 
i n t e r e s t i n and wish t o understand a r t . I n t e r v i e w e e 
eleven s a i d : 
I don't know i f you've ever had t h e experience: 
o f b e i n g i n a g a l l e r y , and seeing someone giv e 
a l e c t u r e . I t ' s i n c r e d i b l e ; they c o l l e c t a 
whole host o f people who are r e a l l y n o t h i n g to. 
do w i t h the lecture» They may s t a r t g i v i n g 
a l e c t u r e t o t e n s t u d e n t s , or t e n people, and 
f i n i s h up g i v i n g a l e c t u r e t o f i f t y . ' So 
people do l i k e o t h e r s t o h e l p them understand, 
and t o respond t o work© 
He went on t o t e l l of h i s own experience of t h i s 
happening t o him: 
We were i n the N a t i o n a l G a l l e r y ( I ' v e got two 
d a u g h t e r s ) , and they asked me something about 
m a t e r i a l s , and so, ver y q u i e t l y , I s t a r t e d t o 
t a l k t o them, and, I f o r g e t what was being 
s a i d , but I then t o o k them and showed them a 
tempera p a i n t i n g , and a f r e s c o , and e a r l y 
Flemish, and Venetian - and i t was done v e r y 
q u i e t l y , me j u s t t a l k i n g t o my k i d s . But, 
when I got t o the t h i r d g a l l e r y , I r e a l i s e d 
t h e r e were about e i g h t people a l l s t a n d i n g 
around, . b e h i n d - l i s t e n i n g to-me--talk" t o my "young" 
chil d r e n , , "And I t h i n k people l i k e t o know, 
want t o know, more© 
I n t e r v i e w e e t h i r t e e n r e c a l l e d a s i m l a r 
i n c i d e n t when d i s c u s s i n g the war-time a c t i v i t i e s o f 
the Committee f o r the Encouragement o f Music and the 
A r t s : 
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I l i v e d d u r i n g the war,... X worked i n a 
f a c t o r y i n B o l t o n , and I was a l s o very a c t i v e 
i n . . . . I played v i o l i n i n those days, and used 
to see a l o t o f f r i e n d s who d i d music. And 
I met the young man who played i n t h e H a l l e 
Orchestra, and he s a i d he'd l i k e t o go t o t h e 
l o c a l a r t g a l l e r y where t h e r e was an e x h i b i t i o n 
o f modern p a i n t i n g s , and I s a i d , ' I ' l l meet you 
t h e r e on Saturday a f t e r n o o n " ; and so, I 
s t a r t e d t a l k i n g t o him about the p a i n t i n g s » 
And, w i t h i n about t e n minutes, I had about 
twenty people, and I was t h e r e a l l a f t e r n o o n , 
and had an enormous audience, you know; and 
I f e l t how much people v;anted t o be taught about 
these t h i n g s and have p a i n t i n g s e x p l a i n e d * 
I t became ver y i n t e r e s t i n g , and you know, they 
j u s t f o l l o w e d round, p i c t u r e t o p i c t u r e . 
Both these examples i l l u s t r a t e b o t h 
people's l a c k o f knowledge/confidence, and a p o s s i b l e 
d e s i r e f o r g r e a t e r understanding of a r t * I t may 
be s i g n i f i c a n t t h a t b o t h the i n c i d e n t s recounted 
are 'casual' and ' i n f o r m a l ' ; t h i s i s not a s i t u a t i o n 
as w i t h an o f f i c i a l t o u r around a s t a t e l y home: r a t h e r 
these are i n c i d e n t s i n which two p r a c t i c i n g a r t i s t s , 
and designers are t a l k i n g about o t h e r people's work* 
While n e i t h e r o f the i n t e r v i e w e e s above 
were t a l k i n g , i n the g a l l e r i e s , about t h e i r own a r t , 
they are b o t h a r t i s t s or designers t a l k i n g about 
a r t . This i s h a l f way towards t h e s o r t of face 
t o face s e l f "-explanation of what "we" (as a r t i s t s ) are 
doing and t r y i n g t o do, t h a t I have suggested i s genera 
l a c k i n g , and which, i f i t t o o k place more o f t e n , 
might t o some e x t e n t , b r i d g e the gap between a r t i s t s 
and p u b l i c s , and break the h o l d of the g a l l e r y , t h e 
a r t a u c t i o n e e r s and d e a l e r s , and s t a t e a r t agencies, 
over the p r e s e n t a t i o n and d e f i n i t i o n o f a r t , 1 " 
I n the absence o f d i r e c t face to face 
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c o n t a c t between a r t i s t s and p u b l i c s , a r t i s t s w i l l 
c o n t i n ue t o experience (and bemoan) the e x t e n t t o 
which some of them are mis-represented. One t r a d i t i o n a l 
image o f the a r t i s t i s as a man who i s p a r t l y 
p s y c h o t i c - a v i s i o n a r y mad-man,, Commenting on 
t h i s image of the a r t i s t i n t e r v i e w e e t h i r t e e n 
noted t h a t 
A r t i s t s on the whole are r a t h e r on a p e d e s t a l , 
and so exposed, and so these t h i n g s are n o t i c e d 
much more. But, when you r e a l l y come down t o 
l o o k i n g a t the everyday man i n the s t r e e t , you 
f i n d a l o t of d i f f e r e n t t y p e s , and I t h i n k 
you... I don't know. I have a f e e l i n g t h a t 
i t i s because they get named ~ they are regarded 
as i n d i v i d u a l - a l l t h i s becomes r a t h e r over-
exposed, and over-discussedo 
The a r t i s t , t h e r e f o r e , being a named and analysed 
i n d i v i d u a l , i s researched and d i s s e c t e d ; h i s mental 
s t a t e s and a t t i t u d e s and statements are surmised and 
d i s p l a y e d ; the a r t i s t i s , t h e r e f o r e , transformed 
i n t o a s p e c i a l i n d i v i d u a l - o f t e n a h e r o i c o r a n t i -
h e r o i c i n d i v i d u a l - w h i l e those the a r t i s t i s i m p l i c i t l y 
compared w i t h ( t h e o r d i n a r y men o r women) are not 
examined o r e x p l i c i t l y set up f o r comparison.. 
I n t e r v i e w e e n i n e , a p a i n t e r , noted t h a t 
people a t t r i b u t e a l l k i n d s o f s t a t e s of mind 
t o you - the a r t i s t - which are t o t a l l y u n r e a l . 
And, 
The a r t i s t has been m i s - i n t e r p r e t e d , a l l over 
the placeo Whereas t h e r e was an age when the, 
a r t i s t f i t t e d i n t o t h a t s t r u c t u r e equally,, 
I , s o r t o f , yearn f o r t h a t k i n d o f s t r u c t u r e , 
where t h e a r t i s t was i n t e g r a t e d - p o s s i b l y 
a t a p r i v i l e g e d l e v e l . 
Being m i s - i n t e r p r e t e d , and being faced 
w i t h " a n uncomprehending p u b l i c , are t h e p r i c e s the 
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a r t i s t pays f o r being a r t i s t - f o r being v i s u a l 
e x p e r t , c r e a t o r , and the man who c a r r i e s out a l l t h e 
processes i n v o l v e d i n the making of h i s p r o d u c t . 
For, b e ing a r t i s t , i s t o be p r o t e c t e d a g a i n s t 
encroachment on the i n t e g r i t y of one's work, but t h a t 
v e r y p r o t e c t i o n i s als o t o make o n e s e l f m y s t e r i o u s ; 
the a r t i s t i s an i n i t i a t e i n t o t he mystery -
'mystery' i n the ar c h a i c sense o f c r a f t , s k i l l , 
p r a c t i c e , knowledge. I n t e r v i e w e e s i x , a p a i n t e r , 
echoed e a r l i e r comments when she s a i d : 
They /people/ w i l l q u i t e h a p p i l y say whether 
th e y l i k e or d i s l i k e a t h i n g t h a t ' s s p e c i f i c a l l y 
a more craftsmanship t h i n g . I mean, t h e r e ' s 
so much handmade j e w e l l r y now, and the y go and: 
s e l e c t q u i t e h a p p i l y w i t h o u t having t o f e e l the 
need f o r a p r o f e s s i o n a l judgement behind them;: 
b u t , I t h i n k t h e y ' r e q u i t e d i f f e r e n t when they 
come t o judge p a i n t i n g s o f any s o r t r e a l l y . 
They seem t o ant t o be t o l d ; t hey can't t r u s t 
t h e i r own judgement. I t h i n k t h a t ' s the s o r t 
o f h i e r a r c h y t h a t ' s b u i l t up around a r t , w i t h 
t h e g a l l e r i e s , and t h e names, and the money 
t h a t s i n v o l v e d , r e a l l y e 
Thus w i t h c r a f t people f e e l no "need f o r a p r o f e s s i o n a l 
judgement behind them"; w i t h a r t , by c o n t r a s t , they 
do. People need the s a n c t i o n of l e g i t i m a t e expert: 
knowledge: one who i s an i n i t i a t e of the mystery 
must r e i n f o r c e personal p e r c e p t i o n , o r a c t u a l l y 
d i c t a t e judgements 0 " — 
The a r t i s t , however, i s r a r e l y h i s own, 
commentator: he i s not the dominant element i n 
the s o c i a l r e l a t i o n s o f a r t , nor i s he the c r e a t o r 
o f the i d e o l o g i e s of a r t and c u l t u r e . That i s n o t 
t o say t h a t i n d i v i d u a l a r t i s t s cannot and do not 
t r y c o n t i n u a l l y t o be something o t h e r t h a n t h a t 
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which, they are made to be<> As interviewee seven, 
a painter and draughtsman, s a i d j 
people think of an a r t i s t as something rather 
specialo But I don't f e e l that i n my own work 
at a l l , because thato.o my at t i t u d e i s not 
l i k e thato. 
And, as she explained l a t e r : 
I l i k e s e l l i n g to ordinary people; I don't 
put very high p r i c e s . And ordinary people 
l i k e my p i c t u r e s , For example, I've j u s t had. 
an exhi b i t i o n at E l y , at that place which i s 
also a restaurant, and two of the waitresses 
have bought pictures <• „ . c e c <> that sort of sale always pleases me very mucho 
Conclusions 
I n t h i s chapter, (the f i r s t of two on the 
producers of a r t , c r a f t and design), I have indicated 
b r i e f l y something of the a r t i s t s experience of working, 
or t r y i n g to work, I have attempted to show how 
the producer i s , e s s e n t i a l l y , a person responding 
to a s i t u a t i o n dominated by the g a l l e r i e s , the 
a r t market, the c r i t i c s and i n t e r p r e t e r s , a l l of 
whom i n turn separate the producer from h i s publico 
I have furthermore t r i e d to show how 
an a n a l y s i s of the d i v i s i o n of labour of which the 
a r t i s t , craftsman and designer i s a part i s fundamental 
to an understanding of the experience of artists« 
The producer makes a product;: what i s done to that, 
product, how i t i s defined, and what he can do with 
i t , can be understood only by broadening the a n a l y s i s , 
and t h i s broadening of the a n a l y s i s -, I am arguing, 
should take the form of an h i s t o r i c a l and s o c i o l o g i c a l 
understanding of the s o c i a l r e l a t i o n s through which 
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a r t i s constructed as a r t - through which i t i s 
defined, presented, interpreted, and held up as : 
something d i s t i n c t i v e from other t h i n g s 0 
I n the chapter that follows I s h a l l examine 
the notion of freedom i n the a r t S o The idea of 
freedom and independence, as I showed i n chapters 
f i v e and s i x s has been a recurrent theme i n discussions 
of a r t i s t s , a n d i n discussions of how to organise 
state patronage for the a r t s * 
I n the next chapter, therefore„ I s h a l l 
continue the examination of the p o s i t i o n of the 
producer of a r t , c r a f t and design, through showing 
the very d i f f e r e n t understanding the person who makes 
the goods has of 'freedom', from those who organise 
s t a t e intervention inthe a r t s , and i n t e r p r e t the 
a r t i s t s 1 worko 
Chapter Ten 
Freedom i n the A r t s : the Attitude of the Producer 
of Art 
Freedom i n the Arts 
The idea that 'freedom' i s a necessary 
pre-condition for the production of a r t i s a theme 
we have seen running through and underlying 
pronouncements on a r t throughout the nineteenth 
and twentieth centuries* I n the post second world 
war period we saw that a ' l a i s s e z f a i r e ' 'support 
rather than d i r e c t ' p o l i c y was emphasised by the 
Arts Council, and served as the j u s t i f i c a t i o n f o r 
the dismantling of the war-time CET1A organisations, 
And, again, i n the l a s t chapter, we saw ways i n 
which a r t i s t s , craftsmen and designers are more or 
l e s s free (have more or l e s s control over t h e i r 
work) and how important t h i s i s to a producer 6 
The d i s t i n c t i o n we noted between work that i s "me" 
and work that i s "not~me" follows from the experience 
of both s i t u a t i o n s i n which the a r t i s t produces 
according to h i s own personal standards, and 
-of s i t u a t i o n s i n which h i s work i s controlled or 
directed by others<> 
Freedom, however, can i t s e l f be a constrain" 
i f that freedom i s synonymous with i s o l a t i o n and 
lack of understanding on the part of o t h e r s c 
I n order to examine the i s s u e of freedom 
more"closely, several of the questions i n the 
interview questionnaire were directed towards the 
concept of freedoms Thus the questions on the a r t 
market, on l o c a l government employment of a r t i s t s , 
craftsmen and designers, on how each, i n d i v i d u a l 
s e l l s h i s work, on what other job he/she does or doe 
not hold, on the Arts Council, C r a f t s Advisory 
Committee, and Design Council, a l l were directed, 
i n various ways, towards the a t t i t u d e s of those 
interviewed on what freedom meant to them<> 
There are, broadly speaking, three 
avenues open to an a r t i s t or craftsman as a r t i s t or 
craftsman i n order to support himself as such* 
F i r s t : he may take a job, preferably 
connected with a r t ( u s u a l l y teaching) and t?o.us 
take the income from that job as h i s staple income's 
The r e s t r i c t i o n s imposed by taking such a job 
include r e s t r i c t i o n s on time as a p r a c t i s i n g a r t i s t , 
and, i n a sense, the seduction of not having to 
•pander 1 to customers,, i n t e l l e c t u a l f a c t o r s may 
be involved as w e l l , i n the sense that f u l l time 
teaching involves, or may involve, a self-conscious 
communicating of a r t / c r a f t , which i s very different, 
from the- experience of continually doing/making i n 
A 
a studio or workshop 6 
Second: the a r t i s t / c r a f t s m a n may gain, 
or campaign f o r , some element of s t a t e support, 
u n i v e r s i t y support, bursary, or grant, which w i l l 
give him the f i n a n c i a l backing or cushioning 
e i t h e r to b u i l d up h i s stock and contacts, or to 
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work i n a manner or s t y l e that he/she f e e l s may not 
s e l l , or may not s e l l s u f f i c i e n t l y to l i v e off„ 
Third he may attempt to 'go i t alone'; 
t h i s i s none too easy, and may often involve taking; 
part-time jobs on an ad hoc basis» Some a r t i s t s 
who work 'independently 1, moreover, do have 'private* 
incomes, or are aware that an inheritance i s due* 
I n these cases such an income or support w i l l cushion 
them against some of the problems involved i n 
'going i t alone'« Also, some a r t i s t s who work f u l l - t i m e 
as a r t i s t s may be supported by t h e i r wives or husbands 5 
and i n these cases again they are somewhat 
protected 0 I n a l l these cases, however, the protection 
or c\ishioning to someone t r y i n g to work f u l l - t i m e i s 
often more on the l i n e s of providing a breathing 
space during which the a r t i s t can b u i l d up stock 
and contacts* 
Interviewee one i s a p r a c t i s i n g potter, 
who i s also employed as a l e c t u r e r , teaching pottery.. 
He s a i d he sold h i s work l a r g e l y "through r e t a i l 
sources... contacts with buyers i n shopso" Asked 
i f t h i s was a s a t i s f a c t o r y arrangement he s a i d ; 
I would wish that there were more s a t i s f a c t o r y 
means of s e l l i n g work, other than through the 
r e t a i l trade. This i s p a r t i c u l a r l y true of 
pottery - and indeed of a l l the c r a f t s . That, 
there i s so l i t t l e f a c i l i t y f or e x h i b i t i n g and. 
s e l l i n g d i r e c t co the publico 
Such o u t l e t s , or lack of them, are thus to an extent 
a constraint under which he has to operate - a 
r e s t r i c t i o n on h i s freedoms Commenting on the 
ar t market i n general (which most interviewees seemed 
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to t a l k of as i f something other than the s o r t s of 
o u t l e t s , g a l l e r i e s , e t c . , they used - i . e . , the a r t 
market to them was the major London network), 
interviewee one s a i d : 
I think i t ' s extremely w e l l organised for making 
money; I think i t ' s doubtful what se r v i c e i t 
o f f e r s to a r t i n general 0 The i n s i s t a n c e on s t y l e and manner which so often occurs i n 
g a l l e r i e s has a pernicious e f f e c t on the young 
a r t i s t , imposing a pressure on him to work i n 
a c e r t a i n manner, or perhaps to s u s t a i n one 
phase of h i s development, because t h i s appears: 
to be popularo 
For interviewee one, therefore, t h i s i s a general 
constraint on the freedom of a r t 6 His a t t i t u d e 
towards the state can be understood i n t h i s l i g h t , 
for he suggested that 
I f the state were to free him /the a r t i s t / 
from the s t r a i t - j a c k e t of the galleries;' 
demands - t h i s might we l l be a healthy t h i n g 0 
For he f e l t that the a r t i s t 
to some extent » • e should be supported by 
s o c i e t y , i f he's_ to remain a t r u l y free a r t i s t © 
He added that 
X think he ^the a r t i s t / has a r i g h t to be supported 
to p r a c t i s e h i s a r t ; but whether he should 
expect to make a l i v i n g by the s a l e of h i s a r t 
i s a d i f f e r e n t matter 6 
I n the above the concept of the " t r i i l y 
.IXegZg^tijrst-"-"is c e n t r a l . This i s not the freedom 
of the market place: t h i s i s a freedom from the 
market place - the market-place being here,, of course s 
the l i m i t e d number of major London dealers, and the 
many smaller ones* Thus he says 1 ! i t might w e l l 
be a healthy thing" i f the s t a t e were to ".free" 
the a r t i s t "from the . s t r a i t - j a c k e t of the g a l l e r i e s ' 
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demands0" He i s t a l k i n g , thus, of a very different; 
sort of freedom from that s t r e s s e d i n Arts Council 
l i t e r a t u r e , and i n various nineteenth century t e x t s 
we have examined,, I n f a c t , i n commenting on the 
d i r e c t intervention of the state i n a r t during the 
second world war by CEMA he said that he did not think 
that there's any evidence that that sort of 
intervention was b a d , or would be bade I t l S 
obvious that the a r t i s t requires a patron, 
requires a sponsor, - he doesn't e x i s t otherwise* 
Interviewee two was also a l e c t u r e r i n 
arte He was a painter, and taught painting, 
regarding himself primarily "as an a r t i s t - who 
teaches." While regarding teaching s e r i o u s l y , he 
nevertheless regarded himself f i r s t as an a r t i s t , 
because that's the thing I ' d r e a l l y l i k e to be 
doingc And that's the thing that I s t a r t e d 
do ing 0 
He added that he "wouldn't teach i f I didn't have 
to.o."' For interviewee two., therefore, being a 
teacher was a major constraint on h i s being an a r t i s t e 
Being a teacher and an a r t i s t meant that 
one has i n fact very l i t t l e time to be an a r t i s t , , 
and therefore professional s e l f - d i s c i p l i n e i s 
a l l the more important„ 
Interviewee two s e l l s h i s work "quite 
c a s u a l l y e I have had exhibitions from time to 
time"o Also, however, 
People come to the house, and they see something, 
and they l i k e i t , so they might buy i t 0 
S i g n i f i c a n t l y , despite h i s objections to teaching, 
he was quite s a t i s f i e d with t h i s way of s e l l i n g : 
I wouldn't wish i t to be otherwise* I think, i f 
I was immensely productive, and I had a l o t of 
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work, then I would c e r t a i n l y wish to have an 
out l e t for ito I think I ' d wish to s e l l 
r ather more i n the way I do s e l l them - that i s 
that people come into the house; I wish that 
were more often,, I_wouldn't l i k e to have a 
contract with a dealer or anything; l i k e thato 
Thus, while wishing that he had more time; 
to "be a r t i s t , rather than teacher, interviewee two 
wishes to steer c l e a r of the g a l l e r y c i r c u i t s , and 
we might deduce from t h i s that teaching thus gives; 
him at l e a s t the freedom to work as he wishes* 
Commenting on the a r t market i n general interviewee.; 
two echoed interviewee one's comments i n saying 
that i t r e a l l y had very l i t t l e to do with a r t : 
I have, i n my time, f e l t h i t t e r about t h i s 
kind of t h i n g 0 But, r e a l l y , on a r a t i o n a l plane, they're e n t i t l e d to buy and s e l l * 
Where I think the s i t u a t i o n i s extremely 
unhealthy i s that there i s j u s t no o u t l e t , or 
very l i t t l e o u t l e t , for work. 
And he pointed out that 
there are l o t s of r e a l l y good people around 
t h i s country, and i n other countries no doubt, 
who are working s e r i o u s l y , who make a l o t of 
personal s a c r i f i c e s , who produce r e a l l y good 
work, and they cannot s e l l i t , or they cannot 
exh i b i t i t , show i t ; 
The lack of s u f f i c i e n t o u t l e t s f o r work i s 
perhaps the major con s t r a i n t on a r t i s t s at present 0 
Outside the major London g a l l e r i e s commission on 
work sold i s high, and often the a r t i s t may have to 
pay a high r e n t a l f or the ex h i b i t i o n space i n the 
f i r s t place* I n the case of interviewee Wo, 
while he sees teaching as being a constraint on h i s 
being an a r t i s t , h i s preference for continuing to 
s e l l on the casual b a s i s he mentions i n d i c a t e s t h a t , 
for him,, the c o n s t r a i n t s of teaching are preferable 
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to the constraints of the g a l l e r y system 0 For, 
i n the statement quoted above, he re f e r r e d not only 
to the general d i f f i c u l t i e s of s e l l i n g , but sa i d that 
even i f he could get a contract with a dealer, he 
would not l i k e that* Teaching, therefore, for him, 
offered the maximum freedom within the given 
con s t r a i n t s as he sees them 0 
I asked a l l the interviewees about the 
idea that a r t i s t s could be employed by l o c a l c o u n c i l s , 
and asked whether they thought t h i s would improve 
the v i s u a l environment. Interviewee one thought 
that t h i s would not work 
i n any self-conscious way; I think i f the time 
i s not r i p e , and i f t h i s doesn't happen i n a 
spontaneous way, then i t doesn't produce 
anything of great i n t e r e s t — i t becomes 
s t i l t e d , and rather s e l f - c o n s c i o u s . 
Interviewee two thought the idea a goodl 
one-, but doubted that i t would n e c e s s a r i l y improve 
the v i s u a l environment unless "done i n the r i g h t 
way". He brought up a. further objection touched 
on by many of the interviewees, and which i s echoed 
i n the ass e r t i o n s by the Arts Council that i t i s 
an 'independent' organisation* 
You've always got-to run the r i s k of what, 
I think, i s c a l l e d 'committee-art', where a; 
committee of twenty people decides what 
a r t i s t i s going to be employed, and immediately 
you get the lowest common denominator. 
This fear of 'committee-art' i s again the 
fear of being c o n t r o l l e d , and of the a r t i s t not 
being treated as a v i s u a l expert. The doctor's 
patient does not t e l l the doctor how to perform 
5-1! 
the t e c h n i c a l side of h i s medicine, hut the a r t i s t s 
quoted e a r l i e r , d i s c u s s i n g "being commissioned, 
had experienced t h e i r customers d i c t a t i n g to them 
what they should do. The a r t i s t , therefore, must 
steer a path between 'committee-art', the 'art-market* 
and g a l l e r y control, and between the problems of 
'pandering to cumstomers 1 i f t r y i n g to go i t alone, 
and the c o n s t r a i n t s of being a teacher, i f seeking 
f u l l - t i m e employmento 
Only as an art-teacher can the a r t i s t f i n d 
employment r e l a t i n g to being an a r t i s t , yet which 
does not involve any d i c t a t i o n of how he works as 
an a r t i s t i n the time a v a i l a b l e * Thus interviewee 
two r e f e r r e d to the importance of the art-schools 
as patrons of a r t i s t s : 
on the f i n e a r t s i d e , I think one important 
thing to remember i s that the a r t schools do 
provide patronage, v i r t u a l l y , for a large 
number of teachers; i t gives them time to do 
t h e i r own work 0 One of the worrying things about the a r t schools going into the polytechnics 
i s that they may lose some of that research 
time - and so, i t ' s a l o s s 0 
Interviewee ten i s an a r t i s t who paints 
and s c u l p t s , and l i v e s p a r t l y from s e l l i n g h i s work, 
and p a r t l y from some teaching. He holds regular. 
exhibitions at a well-known London g a l l e r y . He 
s a i d he was s a t i s f i e d with h i s s a l e s and e x h i b i t i o n s , 
but, i n a general comment, he did argue thau 
I n England i n p a r t i c u l a r a great d i s - s e r v i c e 
has been done by the d e a l e r s , who are i n a 
sense p a r a s i t i c on a r t i s t s ' work, and yet, on 
the other hand, do very very l i t t l e to, sort 
of j, encourage younger artists„ 
He suggested further that 
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I f you wanted to know what was happening i n 
Engl i s h a r t you..« i t would be impossible to 
find that out from a v i s i t to the London 
galleries,, 
This i s an important point, and emphasises; 
what I have s a i d e a r l i e r : namely that there are 
many hundreds of a r t i s t s working i n t h i s country 
whose work i s of high q u a l i t y , and who are never 
heard of i n the national newspapers or a r t s - p r e s s , 
or seen i n the major London g a l l e r i e s . Their work 
i s diverse i n s t y l e and content, and i t i s t h i s work 
which constitutes what, loosely, i s , i n r e a l terms, 
B r i t i s h a r t at the present time. The changing 
fashions and s t y l e s which r i s e and f a l l i n the 
major g a l l e r i e s are an imposition upon t h i s mass 
of work - and the i n s i s t e n c e by many dealers and 
c r i t i c s that they recognise, know, and promote only 
what i s best i s nothing but an i n s u l t to the mass 
of a r t i s t s working i n t h i s country. 
For interviewee ten, however, freedom 
i n the a r t s meant a market freedom. He argued 
that 
the public, need the a r t s to be free and need 
them to be l i b e r a t i n g and need them to be non-
functional and need them to be i r r a t i o n a l or 
whatever„ 
For, while he thought that the Arts Council has, on 
the whole, "been rather good", he nevertheless gets 
s l i g h t l y alarmed at the s i z e of the operation, f or 
" i t goes almost into "state c o n t r o l 1 of the a r t s . " 
"Market pressures," he s a i d , 
may not be a l l that l i f e ' s about, but at the 
same time one has a s l i g h t horror of the sort 
5 1 ? 
of green house s i t u a t i o n , where you're pampered, 
and there are t e r r i f i c dangers that low standards 
may be maintained, when a l i t t l e f r o s t may do 
them good. 
I n saying t h i s interviewee ten echoes interviewee 
eleven, who s a i d that 
i n a sense, some a r t i s t s who have a sine cure 
tend to lose t h e i r edge, tend to be more prepared 
to inake the wrong sorts of.... what I would 
regard as the wrong sorts of compromises. 
Interviewees ten and eleven are not here objecting 
to state support so much on the grounds of what sort 
of control may be exercised over the a r t i s t , as. on 
the grounds that i t might be a 'soft option': the 
a r t i s t w i l l l a c k the external d i s c i p l i n e necessary 
for work. 
Interviewee s i x , an a r t i s t who p a i n t s , 
undertook some teaching. She was "fortunate i n 
having a private income" which meant that she has 
the freedom to do my own work without having 
the pressure to s e l l every b i t of i t e 
Being able to support h e r s e l f through a l i t t l e 
teaching, a private income, and, a d d i t i o n a l l y , the, 
s a l e s of her work, she was, i n many ways, one of 
the most 'free' a r t i s t s as regards having control 
over her own work, and the a b i l i t y to experiment. 
While her teaching and her private income 
obviously removed the pressure to s e l l work, she 
pointed out that 
I c e r t a i n l y need to s e l l - j u s t as a matter 
of confidence« 
and she added that 
i t would be more stimulating i f I sold a 
b i t more; 
518 
T h i s need to s e l l i s often over-looked 
when considering how a r t i s t s works for s e l l i n g i s 
not only a source, for many, of the necessary 
income to l i v e o f f , but i s also a way of being 
appreciated, reacted to, used, - a way of being a 
r e a l p r o f e s s i o n a l a r t i s t , rather than an accomplished, 
p r a c t i t i o n e r of a.hobby* Thus interviewee seven, 
when asked i f she agreed with a quotation which . 
read: 
"Art i s something which i s part of the a r t i s t ' s 
s e l f , as he i s , and not something which he 
s e l l s to earn a l i v i n g , " 
agreed that a r t i s "part of the a r t i s t ' s s e l f , as 
he i s " , but thought the statement wrong, for 
what I love i s to s e l l that; to be able to 
s t i c k to painting that, and to s e l l i t 0 
'•Freedom' i n being an a r t i s t i s , therefore, 
often more than simply being able to afford to do what 
one wants w i t h i n one's own studio: i t also means 
being able to exhibit t h i s work, and, hopefully, 
s e l l i t . And s e l l i n g i t i s , u l t i m a t e l y , also the 
precondition f o r being able to go on producing i t 
as a f u l l — t i m e a r t i s t , rather than as a part-time; 
a r t i s t o Thus interviewee eight reacted s i m i l a r l y 
to interviewee seven when confronted with the same 
quotation from question 22: he s a i d , 
I would agree that " a r t i s something which i s 
part of the a r t i s t ' s s e l f , " but, at the same 
time, I would say that i n the r i g h t conditions, 
the a r t i s t produces work to earn a l i v i n g o 
I t i s therefore a considerable constraint on an 
a r t i s t ( a r e a l l i m i t a t i o n on h i s freedom) when 
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interviewee eight can say that 
the conditions of s e l l i n g are not as good as 
they should be. The arrangements for seeing 
and s e l l i n g are not as good as they should be. 
Or, when, i n a s l i g h t l y d i f f e r e n t v e i n , interviewee 
s i x explains that 
I've seen very few g a l l e r i e s . One h e s i t a t e s to 
get involved even, I think, because the ones, 
that are going to push you are going to bleed 
you as w e l l . 
Interviewee four, a painter and engraver ? 
was more p o s i t i v e i n h i s a t t i t u d e to teaching than 
most of the teachers interviewed. He i s a f u l l - t i m e 
teacher, and he saw the function of the a r t i s t , 
as being to teach; t h i s was, for him, to p a r t i c i p a t e 
s o c i a l l y . As a teacher, he should 
t r y to knock down t h i s status that a r t has had: 
t h i s ivory tower syndrome. 
He sold l a r g e l y through personal contacts, and 
was ambivalent about how happy he was with such a 
s i t u a t i o n : "sometimes yes; sometimes no. At the: 
moment, no." But, as regards having e x h i b i t i o n s , 
he suggested that 
i f you wish to work by having e x h i b i t i o n s , you 
are r e a l l y under the thumb of a g a l l e r y d i r e c t o r , 
who would wish you to be h i s own p a r t i c u l a r and 
personal property e 
Teaching was thus, again, an a l t e r n a t i v e to such 
r e s t r i c t i o n s . Nevertheless, he was s e n s i t i v e to 
the dangers i m p l i c i t i n earning a l i v i n g through 
teaching; " i t tends to make you s l i g h t l y d i l e t t a n t e " . 
I suggested to him (interviewee four) 
the idea of the Arts Council paying a r t i s t s a wage?: 
and the Council e x h i b i t i n g t h e i r work. He was worried 
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i n such a s i t u a t i o n , he s a i d , about the c r i t e r i a to. 
be used for choosing the a r t i s t s : 
you're going to be at the whim of a c e r t a i n 
committee, though, aren't you D And I ' d perhaps rather have a g a l l e r y owner to that;; 
at l e a s t you know that the p o l i c y of a g a l l e r y . . . 
and i t ' s not something a b i t vague* 
Again, therefore, we see the suspicion of committee 
control and a committee s e t t i n g t a s t e c The dealer 
i s preferable not because h i s motives and ideas 
are better, but because they are at l e a s t c l e a r and 
definedo As interviewee four s a i d , 
A. dealer's a dealer; i t doesn't matter what 
i t i s : i f you're a dealer you deal i n it„ 
A p a i n t i n g f s j u s t the same as a potted f r u i t , 
or a box of chocolates: i t ' s a commodity that 
people want, and i t ' s -che job of the painter to 
concern himself with the painting. 
Just as interviewee four was suspicious 
of the r i s k s of committee a r t and of being at the 
mercy of a dealer, so also interviewee three avoided 
both* She was being supported i n her work, and sold 
very c a s u a l l y . She was happy with t h i s s i t u a t i o n , 
for 
I t allows me to be independent, i t allows me to 
experiment, and i t allows me to do what I 
want to do, and, i f somebody happens to buy 
i t , then that i s simply lovely;, i t ' s an e x t r a 
bonus, to have one's work bought, when one 
wanted to do i t anyway. 
Interviewee three's lack of a f e e l i n g of 
a need to s e l l contrasts with interviewees e i g h t , 
seven, and s i x . Interviewee three's suspicion of 
committee a r t , however, was expressed when she too 
r e j e c t e d the idea of a r t i s t s , being employed by 
l o c a l c o u n c i l s , for she f e l t t h a t : 
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there would be a f a i r amount of gra f t involved, 
and people getting t h e i r f r i e n d s i n who'd been 
at school, or school with t h e i r wives* 
However, while she obviously valued her own independence, 
and was suspicious of state patronage, she indicated 
also that she thought that 'Art for a r t ' s sake' 
"can be very s t u l t i f y i n g " , and she suggested that 
you could argue, that a l l the best a r t has 
been produced under patronage of the church, 
or, under the patronage of i n d i v i d u a l s who knew; 
what they wanted. 
Interviewee eight was s i m i l a r l y suspicious 
of the idea of 'art f o r a r t ' s sake'. This concept, 
which he suggested, had, at the time of Cezanne, been 
a "necessary way of survival"' was no longer s a t i s f y i n g , 
for: 
i t ' s more l i b e r a t i n g to think that you can be 
making something which i s s t i l l made for the 
pleasure of malting something 'truer and wiser' , 
but, at the same time, i n a d i f f e r e n t sort of 
context, where you're making i t i n order to f i t 
i t into a s i t u a t i o n where i t ' s going to be 
appreciated and where i t ' s going to give a 
reasonable form of remuneration. 
This returns us, therefore, to the idea that one 
version of 'freedom' for the a r t i s t can be a s i t u a t i o n 
i n which he can work w e l l as a s e l l i n g a r t i s t producing 
objects that ordinary people want 0 
As with others of the interview.ees, 
interviewee eight, when asked about the idea of 
employing a r t i s t s i n l o c a l government thought t h a t : 
the wrong people would get the job, and, that 
once having got the job, they would function 
l i k e the c i t y a r c h i t e c t , the planner, the c i t y 
housing inspector, - they would produce rather 
mediocre work. 
Interviewee eight's reply to t h i s question 
i s s i m i l a r to interviewee eleven's comment on the 
A r t s C o u n c i l , i n which he expresses the same s u s p i c i o n 
of the 'wrong' s o r t o f people g e t t i n g the j o b s : 
The A r t s Council t r i e s h a r d , i n , I t h i n k , a~ 
very d i f f i c u l t s i t u a t i o n . The t r o u b l e i s 
w i t h the A r t s C o u n c i l , and I suspect i t ' s not 
so much a c r i t i c i s m o f the A r t s C o u n c i l as a. 
c r i t i c i s m o f human bei n g s , i t tends t o f u n c t i o n 
very much on the t r a d i t i o n a l old-boy n e t ; i t ' s : 
&i d i f f e r e n t net from the p u b l i c - s c h o o l n e t , b u t 
i t f u n c t i o n s on a p r e t t y c l e a r networko 
The r e a c t i o n t o the idea o f s t a t e patronage 
which c r i t i c i s e s i t on the grounds t h a t i t might 
engender m e d i o c r i t y i s perhaps t o be expected, 
g i v e n t h a t t h i s 'problem 1 i s so fundamental t o the 
whole way i n which s t a t e i n t e r v e n t i o n i n t h e a r t s has 
been c o n c e p t u a l i s e d over the past one hundred and 
f i f t y yearso O f f i c i a l a r t i s seen, by the A r t s 
C o u n c i l , as the a n t i t h e s i s of h e a l t h y a r t c 
The frequency, however, w i t h which t h e i n t e r v i e w e e s 
r e a c t e d a g a i n s t the idea o f the employment o f a r t i s t s 
by the s t a t e on the grounds t h a t t h e r e would be 
forms of nepotism and c o r r u p t i o n , or the wrong 
people being s e l e c t e d , or the f r i e n d s o f the a d m i n i s t r a 
ors being s e l e c t e d , i s perhaps more s u p r i s i n g * 
I t c o u l d be t h a t the frequency o f t h i s r e a c t i o n i s 
i l l u s t r a t i v e o f , or i n d i c a t i v e o f , the a r t i s t ' s 
experience of not o n l y the A r t s C o u n c i l o r g a n i s a t i o n , 
but the general h i e r a r c h i e s and s o c i a l o r g a n i s a t i o n 
of a r t schools and the a r t w o r l d i n gen e r a l * 
An element i n 'freedom' f o r the a r t i s t 
i n v o l v e s , t h e r e f o r e , not working " f o r the wrong 
people", o r being dominated by t h e "wrong people"* 
I n t e r v i e w e e f o u r , we noted, i n choosing between working 
523 
f o r t he wrong people i n a p o s s i b l e s t a t e system, 
and the wrong people as he saw them i n the a r t market 
system, chose the a r t market system,, 
This i s an i n t e r e s t i n g c h o i c e , and r e l a t e s 
t o r e p l i e s by o t h e r s o f t h e i n t e r v i e w e e s * E s s e n t i a l l y , 
the a r t d e a l e r i s t h e r e t o make money 0 He v / i l l 
impose on the a r t i s t i n as f a r as he f e e l s some work 
i s more, or l e s s , commercially v i a b l e 0 He may a l s o 
be i n t e r e s t e d i n the a r t as a r t , b u t , i n order t o 
be a d e a l e r , he must concentrate on t h a t which he 
can s e l l o 
The s t a t e , by c o n t r a s t , i n d e a l i n g w i t h 
a r t , i s concerned w i t h a r t as a r t 0 That i s t h e 
t h r e a t t o the a r t i s t — h i s e x p e r t i s e and c o n t r o l 
over h i s own work i s t h r e a t e n e d by the a d m i n i s t r a t o r 
or the p o l i t i c i a n or the c u l t u r a l a d v i s o r 0 
I n t e r v i e w e e three''s worry t h a t i f a r t i s t s 
were employed i n l o c a l government people i n government 
would get t h e i r f r i e n d s , school f r i e n d s , or the school 
f r i e n d s of t h e i r wives, i n t o t he j o b s , i s p a r t o f the 
same p e r c e p t i o n t h a t s t a t e patronage l a c k s s t r i c t 
r u l e s c For, i f an a r t d e aler promotes the work o f 
h i s f r i e n d s , he i s s t i l l bound by t h e p o s s i b i l i t y 
o f h i s f r i e n d ' s work s e l l i n g o r not s e l l i n g : i f i t 
does s e l l , i t i s l e g i t i m a t e commercial d e a l j n g t o 
s e l l i t : i f i t does not s e l l , he w i l l be f o r c e d 
t o cease promoting it© The s t a t e , by c o n t r a s t , 
i s bound by no such c o n s t r a i n t S o I t can promote 
one k i n d o f work, or another; i t can be c o r r u p t , 
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or not c u r r u p t . C o r r u p t i o n i t s e l f can be a c t u a l 
promotion o f f r i e n d s , or more s u b t l y working 
through a g i v e n net-work o f establishment groups 0 
Pressure could be brought t o r e s t r i c t t he former, 
but perhaps not the latteD?. I n t e r v i e w e e e i g h t 
o f f e r e d an i n t e r e s t i n g comment on t h i s when he 
s a i d ; 
I was reading r e c e n t l y some p a i n t e r s and o t h e r s 
r e j e c t e d the idea o f a p p l y i n g f o r b u r s a r i e s o r 
gr a n t s on the grounds t h a t t h e y ' r e competing 
agai n s t each o t h e r i n a strange s o r t o f f i e l d 
i n order t o get money out of the s t a t e ; and 
they have r e j e c t e d t h i s and s a i d , "Look, 
I p r e f e r t o be l e f t i n my s t u d i o t o s i n k or 
swim"o And many o f the good a r t i s t s might 
r e a c t against t h i s k i n d o f systemo. t- they might 
f e e l as uneasy as many a r t teachers f e e l i n t h e 
e d u c a t i o n a l system - because they are working 
f o r the wrong people» 
Almost a l l the i n t e r v i e w e e s were s u s p i c i o u s 
of being c o n t r o l l e d o r a s s i s t e d by the "wrong people". 
As i n t e r v i e w e e nine s a i d , 
one would have t o have very s e n s i t i v e people 
i n the p o s i t i o n of making d e c i s i o n s as t o what 
e x a c t l y was used« 
He saw no way i n which t h i s could be e a s i l y achieved, 
b u t , more fundamentally, i n t e r v i e w e e nine r a i s e d 
a p o i n t about whether or not a r t i s t s themselves 
c o u l d be more i n f l u e n t i a l i n making d e c i s i o n s : 
These people ^ a d m i n i s t r a t o r s / o b v i o u s l y i n f l u e n c e 9 
because they have money t o he l p a r t i s t s s u r v i v e , 
what i s seen, and what i s n ' t . But, whether 
t h e y ' r e r e a l l y q u a l i f i e d t o have t h a t p o s i t i o n 
or not i s another q u e s t i o n . That p o s i t i o n 
c o u l d be taken by a r t i s t s themselves on a s h o r t 
term b a s i s , or p a r t - t i m e , or something. 
This i s , o f course, what, t o a l i m i t e d degree, and 
f o r the p r i v i l e g e d few, the Royal Academy was i n t h e 
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n i n e t e e n t h century„ The programme put fo r w a r d by 
Be r e s f o r d Hope, M.P. i n 1863^ was f o r a Royal Academy 
f u l f i l l i n g many o f the present f u n c t i o n s o f t h e 
A r t s C o u n c i l i n the v i s u a l a r t s , b u t being i t s e l f 
a "body of a r t i s t s - not administrators© I t i s 
c l e a r , however, t h a t t h e Royal Academy does not match 
up t o i n t e r v i e w e e nine's p r e s c r i p t i o n f o r an A r t s 
C o u n c i l more responsive t o the needs o f a r t i s t s , f o r 
the 19th c e n t u r y Academy was opposed by many a r t i s t s -
a r t i s t s who were o u t s i d e r s i n r e l a t i o n t o the 
e s t a b l i s h e d group, the power holderso 
I n t e r v i e w e e f i f t e e n , a f i l m maker, i n d i c a t e d 
i n h i s i n t e r v i e v ; t h a t he encountered many of t h e 
same problems as those working i n the t r a d i t i o n a l 
a r t s and c r a f t s c Thus he f e l t t h a t t he commercial 
system was r e s t r i c t i v e , f o r , i n f i l m , . 
the brakes t h a t have been put on communication 
by the commercial system and the sponsored 
system are too s t r o n g 0 
And, i n response t o the statement a t t r i b u t e d by 
th e Observer Newspaper t o Frank L l o y d o f Marlborough 
Fine A r t : "Remember, I don't c o l l e c t p i c t u r e s , I 
c o l l e c t money,", i n t e r v i e w e e f i f t e e n s a i d t h a t 
the whole of the -"commercial f i l m w o r l d i s based 
on e x a c t l y t h a t 6 This i s the t h i n g t h a t ' s 
h e l d back the development o f the cinema — 
i n the West, anyway«, 
As t o what a l t e r n a t i v e system might e x i s t , he p o i n t e d 
out t h a t 
t h e r e i s no o r g a n i s a t i o n which e x i s t s which 
w i l l support making f i l m s which are i n any 
way experimental on a l a r g e r s c a l e , which I 
would l i k e t o see© 
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"Experimentation' f o r him meant the producer, t h e 
maker o f the f i l m , c o u l d have g r e a t e r a b i l i t y t o 
communicate through the f i l m , t h r o u g h having g r e a t e r 
c o n t r o l over the f i l m , f o r he added t h a t 
i f you got down t o what you might term freedom, 
you should s t i l l have enough s e l f d i s c i p l i n e 
not t o be j u s t s e l f - i n d u l g e n t • 
The issue of 'freedom' i s , t h e r e f o r e , again one o f 
c o n t r o l i n the f i l m w o r l d — c o n t r o l by those who 
make the f i l m , or c o n t r o l by o t h e r s <, Freedom 
i n v o l v e d c o n t r o l by the makers o f t h e f i l n u 
Touching on the general problem o f the 
a r t i s t i n r e l a t i o n t o s t a t e i n s t i t u t i o n s , i n t e r v i e w e e 
f i f t e e n suggested t h a t these i n s t i t u t i o n s were 
j u s t promoting t o the masses, the widest audience, 
the e s t a b l i s h e d forms o f a r t - the accepted 
forms« 
And, commenting on the composition o f the s t a t e 
agencies concerned w i t h the a r t s , he suggested t h a t 
They seem t o me t o be loaded committees w i t h a l l 
the wrong s o r t s o f people on them. I don't 
q u i t e know how I ' d reform i t , b u t something<.«0 
They do seem t o be f u l l o f establishment do-
gooders, r a t h e r t h a n c r e a t i v e people. T h i s 
i s not e n t i r e l y true., B u t . e o You do get t h e 
e x c e p t i o n s . o o B u t . „ o 
Again, t h e r e f o r e , we are r e t u r n e d t o the theme t h a t 
those who c o n t r o l t he s t a t e i n s t i t u t i o n s are not 
' c r e a t i v e people'; they are not the a r t i s t s and 
producerso The issue i s one of power and c o n t r o l 
over one's own productions» 
Conelusions 
These conclusions cannot be a s a i d t o 
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r e p r e s e n t the views of any one i n t e r v i e w e e * C e r t a i n 
g e n e r a l i s a t i o n s can. "be made however 0 
Thus, whether the a r t market was accepted 
as an i n e v i t a b l e f a c t o f l i f e , , or c a s t i g a t e d f o r 
i t s r e l a t i o n t o a r t as a commodity, one ver y strong, 
f e e l i n g was t h a t the a r t market as such had l i t t l e 
t o do w i t h a r t or a r t i s t s 0 Outside the b i g league 
a r t market, moreover, s e v e r a l i n t e r v i e w e e s noted, 
a l a c k o f s u f f i c i e n t o t h e r f a c i l i t i e s t h r o u g h which 
t o s e l l t h e i r worko 
The r e a c t i o n t o p o s s i b l e l o c a l government 
employment of a r t i s t s , was s i m i l a r l y g e n e r a l i s a b l e , 
such employment being seen as e i t h e r s t u l t i f y i n g 
t h r o u g h cushioning the a r t i s t , o r dangerous i n t h a t ; 
the wrong s o r t s of people would get power and i n f l u e n c e o 
S i m i l a r l y comments on the A r t s Council* and o t h e r 
s t a t e agencies, i n d i c a t e d a s u s p i c i o n o f these as 
' s t a t e c o n t r o l ' o f a r t , t h i s being c r i t i c i s e d and/or 
f e a r e d sometimes f o r what t h a t c o n t r o l might promote, 
and, sometimes, on account of the p a u c i t y o f c r e a t i v e 
people i n v o l v e d i n t h e c o n t r o l and management o f 
the s t a t e agencies 8 And ag a i n , some c r i t i c i s e d the 
A r t s Council f o r being too g r e a t l y concerned w i t h 
o n l y the ' e s t a b l i s h e d ' e 
'Freedom' as a r t i s t s we saw t o be is s u e 
t h a t was im p o r t a n t f o r most of the i n t e r v i e w e e s , 
t h i s freedom meaning t h a t they should n o t be 
d i c t a t e d t o by e i t h e r the s t a t e or the a r t market* 
Hence many of them t a u g h t * Some taught and saw 
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t e a c h i n g as something they wanted t o do, but most 
who were f u l l time teachers (and some who were 
p a r t - t i m e ) would r a t h e r have not t a u g h t . Teaching, 
was n e v e r t h e l e s s seen as g i v i n g a f i n a n c i a l s u p p o r t j 
as w e l l as i t being a j o b r e l e v a n t t o work as an 
a r t i s t o r craftsman o r designer,. 
The i n t e r v i e w e e s make c l e a r t h a t few of 
them would want t o do a j o b of work a t someone els e ' s 
b i d d i n g as a r t i s t s o r craftsmen o r des i g n e r s , i f 
t h i s j o b involved, being employed as a producer 
who was d i r e c t e d by t h e e m p l o y e r i n t e r v i e w e e f i v e 9 
who, as a designer, had been employed i n a f a c t o r y , 
made c l e a r the problems i n such a r e l a t i o n s h i p . 
Furthermore, fev; i n t e r v i e w e e s were hajjpy about t h e 
id e a o f s t a t e support on a s e l e c t i v e b a s i s — f o r 
t h e y d i d not t r u s t the s e l e c t o r s . Fev; o f t h e 
i n t e r v i e w e e s , a l s o , were happy about working t h r o u g h 
t h e major London a r t d e a l e r s . I n a l l these cases, 
t h e i r own e x p e r t i s e and independence would be t h r e a t e n e d : 
t h e y would lose c o n t r o l over t h e i r own work, and 
i t would cease being ' t h e i r * w o r k , i n the sense o f 
being ' p a r t o f themselves'. 
While t e a c h i n g was a g e n e r a l l y accepted 
p r e f e r a b l e o p t i o n , i t must be p o i n t e d out t h a t , out-
of the twelve who w^re not designers o r f i l m makers,, 
seven d i d e i t h e r no t e a c h i n g , o r o n l y p a r t - t i m e 
t e a c h i n g . Most of t h e i n t e r v i e w e e s were, or had 
been, i n v o l v e d i n e x h i b i t i n g , and were or had been' 
i n v o l v e d w i t h g a l l e r i e s , and some had sought, o r 
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were seeking, or had "been i n v o l v e d i n , s t a t e support 
t o a l i m i t e d extent<> What i s s i g n i f i c a n t i s t h e i r 
r e a c t i o n s t o a l l these, and t h e e x t e n t t o which 
choices made, a l l are i n d i c a t i v e o f attempts t o seek 
the maximum i n d i v i d u a l c o n t r o l over t h e i r own work, 
w i t h i n and through and d e s p i t e the g i v e n c o n s t r a i n t s c 
I have sought, i n rep r o d u c i n g these 
i n t e r v i e w s and statements from them, t o i l l u s t r a t e 
the o t h e r side of the q u e s t i o n being discussed i n 
the b u l k o f t h i s t h e s i s 0 That i s , I have sought 
t o show how the producers of a r t , c r a f t and d e s i g n , 
are not the dominant f a c t o r s i n what I have c a l l e d 
the s o c i a l r e l a t i o n s o f art«> The producers accept 
some, and r e j e c t o t h e r s , of the i d e o l o g i e s and 
d e f i n i t i o n s o f a r t t h a t we have examined i n e a r l i e r 
chapterso But, I have t r i e d t o show t h a t they 
accept or r e j e c t these according t o t h e i r understanding 
of the e x t e n t t o which they are p r o t e c t i n g , or n o t 
p r o t e c t i n g , t h e i r own c o n t r o l over t h e i r own work 
The problem f o r them i s how t o be a r t i s t s , craftsmen 
or designers, w i t h o u t compromising themselves t o 
the p o i n t where t h e i r work ceases t o be experienced 
as being o f themselves,, 
To an o u t s i d e r , t h e t o t a l i t y of responses 
t o the i n t e r v i e w questions may seem e i t h e r confused, 
or n e g a t i v e , i n t h e sense of being u n r e a l i s t i c ; t he 
i n t e r v i e w e e s seem unable t o make the normal compromises 
i n life» I would remind the reader, however, o f 
two p o i n t s : f i r s t , a r t i s t s on the whole s u f f e r a 
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c o n s i d e r a b l y g r e a t e r degree of m y s t i f i c a t i o n t h a n 
ot h e r groups i n the way they are w r i t t e n about, 
presented, s o l d i n the market p l a c e , made i n t o heroes ( J 
or made i n t o bohemians, and, second: a r t i s t s .are 
g e n e r a l l y i n the unusual p o s i t i o n of a c t u a l l y b e i n g 
i n c o n t r o l of how they work, i n as f a r as they 
have i d e a s , design, manufacture, and perhaps frame 
and glaze t h e i r products too„ The s e n s i t i v i t y over 
issues o f freedom and compromises must be understood 
i n these terms, f o r they do have something t o l o s e . 
I t i s of course also t r u e , t h a t t h e e x t e n t t o 
which an a r t i s t has c o n t r o l over how he works and 
what he produces, i s also bound up w i t h the ways i n 
which how he works i s m y s t i f i e d by the a r t h i s t o r i a n , 
c r i t i c , a r t market and s t a t e agencies* He i s presented 
as a s p e c i a l k i n d of man, and anyone who t r i e s t o 
break out o f being presented as a s p e c i a l k i n d o f 
man, as d i d W i l l i a m M o r r i s , soon f i n d s t h a t ( a ) h i s 
attempt t o break out of t h e ' t r a p ' i s i n t e r p r e t e d as 
being y e t another i n d i c a t o r o f how s p e c i a l he i s , and 
(b ) he i s f i g h t i n g a v e r y l o n e l y and i s o l a t e d battle« 
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notes to chapter nine 
1c Arts Council of Great B r i t a i n , C rafts Advisory Committee, 
Design Council, the National a r t g a l l e r i e s 9 the p r o v i n c i a l a r t g a l l e r i e s , the art education systea, including not only the 
a r t schools and the art departments of secondary schools, but 
also the ar t history departments of u n i v e r s i t i e s • (etc)©. 
2o see volume two* 
3o see BaxandalleMe Painting and Experience i n F i f t e e n t h 
Century I t a l y . Oxford University Press, London, (l972)o 
4 6 I stress the word ' d i r e c t 1 here, i n opposition to the indi r e c t interaction when mediated by i n s t i t u t i o n s such as 
those detailed i n note one above© 
5, see chapter two© 
6o as note 41 on page 89 of t h i s volume* 
7* t h i s comes out very c l e a r l y i n interview f i v e , (appendix)-
So Herbert Reads see bibliography i n volume twoo. 
9o I discuss Read on pages 51—53 i n c l u s i v e (chpt 2 ) ; my 
comments there indicate why Read's position served only to 
emphasise the abstraction of design. 
10o see The Craftsman's Art, from the Crafts Advisory Committee, London, CW?TJZ 
•11 o see pages 64—67 in c l u s i v e of t h i s t h e s i s * 
12» see chapters three and four 0 
13e see references on page 308 and ?09 of volume 2» 
14• SeHannema's attitude to the a r t schools i s very s i m i l a r , i n 
h i s Fads, Fakes« and Fantasies. Macdonald, London, (1970)*. 
15» Or, i n Morris's terms 9 the a r t i s t thrill r e l a t e to his vrork d i f f e r e n t l y : there w i l l of necessity be a d i r e c t control 
over h i s work and an integration of h i s work into h i s l i f e . 
I f i t ' s your dob, you cannot be dilettanteo 
16<> see note 14 e 
17* see interviewee f i v e ' s comments on t h i s i n appendix. 
1 8 o see pages 477=—-4819 volume one, and f u l l t r a n s c r i p t i n appendix* 
19o on the emergence of the concept of s t y l e see Allsopp*B 6 Style i n the V i s u a l Arts O r i e l Press, Newcastle-upon-Tyne, (1968) 
The concept of f'asfiion as used i n the a r t s r e l a t e s to the 
concept of style« 
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notes t o chapter t e n 
"1. This i s a problem which i s perhaps acute f o r 
an a r t i s t who works i n a v i s u a l medium, but teaches 
i n a v e r b a l environment. I t i s , however, a 
c o n t r a d i c t i o n i n h e r e n t i n many teachi n g s i t u a t i o n s . 
Thus, i n the case of s o c i o l o g y , there i s evident 
t e n s i o n between sociology as something t a u g h t , and 
socio l o g y as something p r a c t i s e d . As t e a c h i n g , 
a d m i n i s t r a t i o n and marking encroach upon an 
i n d i v i d u a l ' s t i m e , he becomes more a teacher and 
less a s o c i o l o g i s t : h i s or her s o c i o l o g i c a l output 
becomes geared t o his/her t e a c h i n g , and the q u a n t i t y 
i s detarmined by the time demands of te a c h i n g . 
The essence of sociology as s o c i a l research and 
a p p l i e d s o c i a l research becomes subordinated t o the 
pr o d u c t i o n of teaching m a t e r i a l . 
2. The s i t u a t i o n would appear t o be somewhat 
b e t t e r on the Continent. I n Germany, f o r i n s t a n c e , 
a r t i s not c e n t r a l i s e d v i a g a l l e r i e s , dealers and 
major c r i t i c s i n one major c i t y . Press coverage 
of e x h i b i t i o n s , t h e r e f o r e , covers s e v e r a l c i t i e s , 
and g a l l e r i e s f e a t u r e d i n the n a t i o n a l press are 
a v a i l a b l e t o a gre a t e r number of people through 
t h e i r being i n various c i t i e s . 
3. C i t e d i n the di s c u s s i o n of the Academy i n 
chapter f i v e . 
P A R T S I X 
C O N C L U S I O N 
Chapter Eleven 
Conclusion and Summation 
I n the f o r e g o i n g chapters I have argued 
t h a t a r t i s a s o c i a l , as opposed t o n a t u r a l , 
phenomenon, and t h a t , h i s t o r i c a l l y , the c o n s t r u c t i o n 
o f the concept and p r a c t i c e of a r t i s associated 
w i t h the development of c a p i t a l i s m i n western 
Europe, and the r e l a t e d changes i n the c l a s s 
s t r u c t u r e and d i v i s i o n of labour. 
. I argued t h a t s o c i o l o g i s t s , h i t h e r t o , 
have tended, i n examining a r t , t o take the 
e x i s t e n c e . o f a r t f o r granted, a t t e m p t i n g t o 
r e l a t e ' a r t ' and ' s o c i e t y ' i n a manner that, 
a n a l y t i c a l l y separates the two. I suggested, 
by c o n t r a s t , t h a t the s o c i o l o g i s t should 
examine a r t as p a r t of s o c i e t y ; he should 
examine, f o r example, the c o n d i t i o n s under which 
p a i n t i n g and s c u l p t i n g came t o be c o n s t r u c t e d 
as a r t , and he should examine the s o c i a l 
r e l a t i o n s through which the i d e o l o g i e s and 
p r a c t i c e s of a r t are maintained and reproduced. 
I argued t h a t W i l l i a m Morris's 
a n a l y s i s of a r t was one of the most important 
t h e o r i s a t i o n s of t h e s u b j e c t yet produced, and, 
t a k i n g Morris's a n a l y s i s of a r t as a s t a r t i n g 
p o i n t , I developed and expanded hi s t h e s i s i n 
f o u r areas. 
F i r s t , I examined the development of 
s t a t e i n t e r v e n t i o n i n the a r t s i n B r i t a i n i n 
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the p e r i o d 1830—1975. Second, I examined the 
i d e o l o g i c a l p r e - c o n d i t i o n s f o r , and assumptions 
i m p l i c i t i n , the present-day a r t market. 
T h i r d , I examined the impact of the i d e o l o g i e s , 
p r a c t i c e s , and p r e s e n t a t i o n o f a r t on the 
working classes. F o u r t h , I examined, through 
i n t e r v i e w s , the present p o s i t i o n and experiences 
of a r t i s t s , craftsmen, and designers. 
Through examining these f o u r t o p i c s , 
I endeavoured t o present, as a t o t a l s t r u c t u r e , 
a p i c t u r e of the s o c i a l r e l a t i o n s o f a r t -
l o c a t i n g a r t w i t h i n the d i v i s i o n o f labour, and 
as a p a r t of the i d e o l o g i e s associated w i t h 
the dominant groups, i n t e r e s t s , and classes i n 
19th and 20th century B r i t i s h s o c i e t y . 
The t h e s i s i s p r i m a r i l y an attempt 
t o answer, both s o c i o l o g i c a l l y and h i s t o r i c a l l y , 
the q u e s t i o n , "What i s a r t , and how d i d c e r t a i n 
o b j e c t s and p r a c t i c e s come t o be separated 
from other o b j e c t s and p r a c t i c e s and designated 
a r t ? " . However, i n answering t h i s q u e s t i o n , 
I was l e d , by the nature of the e m p i r i c a l 
m a t e r i a l necessary f o r answering the qu e s t i o n , 
t o focus my a t t e n t i o n on m a t e r i a l r e l e v a n t t o 
the c u r r e n t debate on s t a t e patronage i n the 
a r t s , and the f u t u r e development o f s t a t e 
patronage i n the a r t s . 
I t was not my o b j e c t i v e i n w r i t i n g 
the t h e s i s t o produce a study t h a t was 
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n e c e s s a r i l y r e l e v a n t to the debate on s t a t e 
patronage f o r the a r t s . A t h e s i s t h a t examined 
the nature of a r t as a s o c i a l phenomenon, 
however, v/ould o b v i o u s l y have a b e a r i n g on 
a debate i n which the nature of a r t i s u s u a l l y 
taken f o r granted. 
I n as f a r as a major p a r t of the 
t h e s i s i s concerned w i t h the consequences of 
s t a t e i n t e r v e n t i o n i n the a r t s , however, and, 
i n as f a r as v a r i o u s of the questions asked 
of the i n t e r v i e w e e s r e l a t e to the v a r i e t i e s 
of p o s s i b l e ways of working and being supported 
as an a r t i s t , much of the m a t e r i a l presented 
has a d i r e c t b e a r i n g on the c u r r e n t debate. 
Rather, however, than the t h e s i s o f f e r i n g any 
formulae f o r what should, or could, be done, 
I b e l i e v e t h a t the m a t e r i a l presented can 
s e r v e as a foundation f o r a more thorough 
a n a l y s i s of s t a t e p o l i c y towards the a r t s -
an a n a l y s i s based on a sounder understanding 
not only of the r e l a t i o n s and s t r u c t u r e s the 
s t a t e i s p a r t of, but a l s o of the working-
s i t u a t i o n of the a r t i s t , craftsman, and 
d e s i g n e r . 
